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introduction 



CREATIVE DESIGN IS IN SOMETHING OF A GOLDEN 
AGE. NEVER BEFORE HAVE THE OPPORTUNITIES 
AND OUTLETS BEEN SO BROAD AS SOCIETY CONTINUES 
TO BECOM E VISUALLY RICHER AND MORE ADVENTUROUS 
ANDTECHNOLOGICAL DEVELOPMENTS CONTINUETO 
ADVANCE THE FRONTIERS OFTHE VISUAL WORLD. WE LIVE 
IN A MEDIA-RICH AGE, ONE IN WHICH WE ARE BOMBARDED 
FROM ALLSIDES BY FINELY TARGETED NICHE PRODUCTS 
AND SERVICES, EACH STRIVING TO GRAB OUR ATTENTION 
THROUGH THE ARTISTRY OFTHE GRAPHIC DESIGNER. WE 
ARE SURROUNDED BYTHEIR OUTPUT IN BOTH PRINT AND 
ELECTRONIC FORMAT FROM ADVERTISING BILLBOARDS, 
SHAMPOO BOTTLES AND MAGAZINES TO TELEVISION AND 
THE INTERNET. 

WITH SO MUCH VYING FOR OU R ATTENTION, GETTING 
NOTICED IN THE VISUAL MORASS AND QUICKLY 
CREATING A GOOD IMPRESSION IS BECOMING 
INCREASINGLY DIFFICULT. ATTHE SAME TIME, 
TECHNOLOGY IS DEMOCRATISING CREATIVE DESIGN 
AND MAKING IT EASIER FOR NON-DESIGNERS TO 
PRODUCE CREDIBLE WORK. AS A CONSEQUENCE, A 
SOLID GRASP OF CREATIVE DESIGN FUNDAMENTALS 
IS OF PARAMOUNT IMPORTANCE TO PRODUCE EFFECTIVE 
AND EYE-CATCHING DESIGNS, A SOUND FOUNDATION 
FROM WHICH CREATIVITY CAN FLOURISH. 



THE FUNDAMENTALS 
OF CREATIVE DESIGN 
IS INTENDED AS A GUIDE 
TO EQUIP PEOPLE 
ENGAGED IN DESIGN 
WITH THE LONG 
ESTABLISH ED TENETS 
THAT UNDERPIN BOTH 
PRINT AND DIGITAL 
DESIGN. PROVIDING 
CONCISE, ILLUSTRATED 
EXPLANATIONS OFTHE 
FUNDAMENTALS, 
ENHANCED WITH 
EXAMPLES OFTHEIR 
PRACTICAL APPLICATION 
THROUGH EXAMPLES 
OF CONTEMPORARY 
DESIGN PROJECTS, THIS 
BOOK OFFERS A UNIQUE 
RESOURCETOALL 
DESIGN PRACTITIONERS, 
STUDENTS AND MEMBERS 
OFTHEGENERAL 
PUBLIC WITH AN 
INTEREST IN DESIGN. 
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Primer introductory sections 

Each element of creative design works as part cf an overall whole 
that comprises the job or product. The effectiveness of any single element 
is determined by its relation and appropriateness to that whole. Prior 
to embarking on a discussion of the fundamental elements of creative 
design, each chapter begins with a primer that identifies key 
developments and debates surrounding each of the five sections of the 
book. This discussion establishes the context for the fundamental 
principles to be addressed and their importance within this. 
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Fundamentals 

Getting the fundamentals correct is the first step towards successful 
design but to do so requires an understanding of why they are important. 
The fundamental rules pages outline the key principles of contemporary 
design practice. Each rule is concisely explained and Illustrated with a 
detailed diagrammatic illustration enabling the reader to understand 
both theoretically and visually the principles discussed. Through the use 
of examples, the reader will see the fundamental principles in action 
and the visual impact that they can achieve. 



Practical applications 

There is no better way to acquire an understanding of the Fundamental 
principles of creative design than to see them at work in a real life 
application. The examples that follow the fundamentals are taken from 
actual projects created by contemporary designers and have 
been chosen to highlight the practical application of the fundamental 
principles discussed in this book. The choices and decisions made by 
the designers are discussed to give the reader an insight into the creative 
process of professional designers and why they make the decisions 
they do. 
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AO 

1188 x B40mm 



A3 

420 x 297mm 



A6 

148.5 x 105mm 



A6 

148.5 s 105mm 




A5 

210 x 148.5mm 



A4 
297 x 210mm 



A2 

594 X 420niltl 



Al 

840 x 594mm 



Format is the shape and size of the final product 
whether it is a book, magazine/ brochure, or 
package. Format selection is an area that is often 
neglected due to the ISO (International Organization 
for Standardization) series of paper sizes, based on 
a rectangle with sides in a ratio of 1:1.4142. This 
series provides a benchmark range of proportionally 
related paper sizes that, in effect, means that a 
designer does not have to give his or her full 
consideration to format. The existence of a standard 
range of sizes gives a degree of uniformity for all 
involved in print production. However, the design 
brief may cal I for something different. 

Format selection is typically embroiled in the 
practical considerations such as who the target 
audience is, the nature of the information to be 
presented and the budget as non-standard paper 
sizes will be more expensive to print and finish. 
That said, a creative approach to format selection 
can produce dramatic results. With a variety of 
folding options available the designer has additional 
creative possibilities that can have a pronounced 
affect on the resulting product whether it is an 
annual report or a magazine insert. 



Format concerns the physical 
dimensions of the product and 
the space one has to present the 
graphic elements of a design. 
This section will explore how 
the shapes, sijes and fold 
patterns can be used in the 
creative design process to 
achieve differentiation. Format 
is predominantly concerned 
with print media though 
certain aspects can be applied 
to the design of website panels, 
pop-up boxes and other on- 
screen components. 



Section 2 



ISO paper sizes 



Standard paper sizes provide a convenient and efficient means for designers, 
printers and others involved in printing and publishing to communicate product 
specifications and keep costs down. Standardised paper sizes can be traced back 
to 14th-century Bologna in Italy where the outlines for four paper sizes were 
given to guide local paper manufacturers. 





1 








Al 




840 X 594mm 



1.61803 



1.61803 




A0= 1188 x 840miti 
Al= 840 x 594mm 
A2= 594 x 420mm 
A3= 420 x 297 mm 
A4= 297 x 210mm 
A5= 210 x 148.5mm 
A6= 148.5 x 105mm 



The modem ISO (International Organization for Standardization) 
paper sizes system is based on an observation by German physics 
professor Georg Christoph Liehtenberg who in 1786 saw the 
advantages of paper sizes having a height-to-width ratio of the 
square root of two (1:1.4142). Paper with this Liehtenberg ratio 
will maintain its aspect ratio when cut in half. 

France was the first country to adopt paper sizes equivalent tg 
modern ISO sises with a law issued in 1794. Today, Canada and 
USA are the only industrialised countries that do not use the 
ISO system. 

The ISO sizes are based on the metric system using the square- 
root-of-two ratio with format AO having an area of one square 
metre. As this does not allow the page height and width to be 
rounded metric lengths the area of the page has been defined to 
have a round metric value, which simplifies calculation of the 
weight of a document (format x number of pages) as paper is 
usually specified in g/m', 

The A series comprises a range of paper sizes that differs from 
the next size by a factor of either 2 qf '/», B series sizes are 
intermediate sizes and C series sizes are for envelopes that can 
contain A size stationery. RA and SRA stock sizes are sheets of 
paper from which A sizes can be cut. 

The theory that underpins this is derived from Fibonacci Numbers 
and the Golden Section, which are discussed In the Layout chapter. 
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Below: Brochure for Merchant, a company specialising in annual 
report production. Standardisation is forsaken resulting in an unusual 
and engaging mixture of formats. Compartmentalised segments of 
information are allocated individual page sizes that become 
surprisingly easy to navigate. High gloss inner sections contrast with 
the cool hues of the introduction, bringing an element of surprise and 
a change of pace. 

Design: MB: Studios 



See Hue and Saturation 
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'The question 
we are asking is 
whether you can 
trust the numbers 
you have received 
from companies.' 
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management and 
reading their 
commentary in 
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management 
competence and 
sense of purpose 
looking forward. 
You don't get thi_ 

i by reading the 
notes on the 
treatment of a 
Venezuelan tax 
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letterpress 



Letterpress is a method of relief printing whereby an inked, raised surface is 
pressed against the paper. It was the first commercial printing method and is the 
source of many printing terms. The raised surface that makes the impression is 
typically made from pieces of type, but photoengraved plates can also be used. 
Letterpress printing can be identified by the sharp and precise edges to letters 
and their heavier ink border. 



A defect of letterpress is 
appealing to modern 
designers. When improperly 
inked, patches appear in 
the letters giving them a 
uniqueness, where each 
impression is subtly 
different (see below). 



This defect can be used to 
evoke nostalgia for a bygone 
era. The circus-inspired bill 
posters for the Royal Academy 
of Arts (top right) designed by 
Abbott Mead Vickers • BBDO 
were set and printed by Forme 
London using an eclectic 
mixture of original woodcut 
fonts. 
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Wm THE ROYAL ACADEMY OF ARTS £< 

Presents 



ATjeVSTE 

THE CHISEL 1 



THE PALETTE 1 





* BATTLE OF THE HEAVYWEIGHTS* 




*** P LUS SUPPORTING BOUTS -k ick 

When modern jnclulli.eriUmttalillilinnnL HaOO.ART ERflSSaOUDSl 











The President and Council 
of the Royal Academy of Arts 
Invite you to the 

Press View 




1900: Art at the Crossroads 
Wednesday 13 January SO 00 
10am to 3pm 

Admit One 

Tours of the exhibition will 
lie given at 10,30am and 1pm 

ftoyil Academy at Axti. 
I'lccDulliljr, London V/lV GDB 
Telephone flit 1 AM flttlfl 
fox 0171 300 5*80 

Tho inhibition In open to the pubUn 

rww) 14 Jaountr t* 3 Apm sow 

Open Hilly from tfiftiLi (fl rtfiitt 
Leta Nlcbi Opening nntll 
S.30pm OTurj- Friday 


SpaoBorod by In uvooiaUon with. 











Above: The inherent uniqueness of the individual impressions 
can be used to produce simple, Effective results as these cards by 
Forme London demonstrate. 

Design: Abbott Mead Vickers • BBDO, printing by Farme London 
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AUG96-FE897 



A dramatic example of mixing type sizes and letterpress printing 
can be seen in this catalogue for Fourth Estate using a sans-serif font 
in majuscules. In addition to providing information, the sheer scale 
and clean Sires of the sans-serif characters serve to divide and 
organise the page, acting lite a baseline grid. This type is used as 
a graphic visual device in addition to performing a traditional 
textural role. 



In the image bottom right, it is possible to read the text but this 
needs some persistence as words track, or read, in conflicting 
directions. This is a deliberately produced paradox because it is 
a contents page of a book. Making the information confusing and 
difficult to extract would seem to be contrary to the purpose of 
the page, providing information to guide the reader through the 
publication's contents. 
Design: Frost Design 
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hot metal type 



Hot metal, also known as hot type composition or cast metal refers to the process 
of casting the type in lines in molten metal. Text is typed into a machine to produce 
a punched paper tape that controls the characters cast by the casting machine. 
H ot metal type made it possible to create large quantities of type in a relatively 

inexpensive fashion. 



Movable type 

Movable type was the next leap from the earliest printing presses 
that used a wooden blocl< carved with the text. This speeded up 
production of individual pages but meant a new block had to be 
carved for each page. Movable type is a typesetting method that 
uses single pieces of type that can be set in a block and printed. 
Each character is movable and can be used again. 



Face 



Shoulder 



Bevel 



Shank 



Foot 




Point size/Body 



Nick, used by 
compositor to 
locate front 
Of type 
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Width/Set 



Alexander McQueen was inspired by Stanley Kubrick's film, 
The Shining, for a fashion show and created an invite to match. This 
was printed by letterpress in order to impart a heavy indent into the 
substrate to give the impression that Each invite was individually 
typed on a typewriter. The invite mimics the l AII work and no play 
makes Jack a dull boy' scene. 

Design: Studio Myerscougli, printing by Forme London 
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And now for something completely different... 



Funny thing, comedy. As soft as Charlie Chaplin fluttering his love- 
lorn lashes, as brutal as the Three Stooges poking each others eyes out. 
As daft as Mr Bean, as deft as Groucho Marx's verbal napalming of 
the monumentally fireproof Margaret Dumont. A curious art indeed, 
to amplify and project images of our weakness and wonderfulness and 
have us love it. We laugh; and as Herman Melville's Billy Budd said, 
laughter is good. 






Direct mail pieces for Morgan Stanley Dean Witter, using simple, 
pure type, proof that 'simple is better than complicated'. 

Design: E-Fact, printing by Forme London 



See Dieter Rams 
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As popukf icons coroc 9 he treated a category all of his own — not 
only the supreme anise in die history of his dtnsrn sport but also a 
spokesman hir the underprivileged and dosvittrodden of America 
and the world* His great idea was not in.>t to float like a btttterHy and 

i. Ikv; it v,*as tt» Stand tall, believe in himself and punch 
above has weight In every sense. 
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Below: Thematic details are maintained in this series of four posters 
for Knoll, with simple designs against a hold, colourful background. 
Text is added discreetly to blend in with the design whether forming 
the warning sticker on an appliance plug or representing the lines 
on the palm of one's hand. 







Knoll 


.."■ 



Left and opposite: The brief 
was further developed in 
the production of a calendar 
utilising line art profiles of 
various Knoll products that 
are used in place of the empty 
boxes typically found on a 
calendar. Titled "Twenty- 
First Century Classics' the 
implication is that the designs 
are timeless and have a place 
in a new millennium. 



Brief 

To create a series of full-page display advertisements to appear In 
the bi-monthly publication, Blueprint. 

Process 

NB: Studio chose to use line art for Knoll's fcoth anniversary Classic 
posters (see opposite page} primarily due to financial constraints 
that meant there was no budget for photography, In an industry that 
promotes Its products with photography, turning to an illustrative 
design was quite a departure but one that enabled the company to 
stand out from other producers of furniture. The line art set against a 
plain colour background focused the viewers' attention on the 
graceful lines of the furniture without the distraction of a room 
setting. The images are presented in a manner that reflects a quote 
from the designers who created the objects which gives a light- 
hearted effect. 

Result 

The success of the advertisements and the positive feelings they 
created led to them being silk-screened at Al size and used as posters 
in Knoll outlets throughout Europe. Subsequently, they have been 
turned into postcards and reused as advertisements in Europe, 
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Twenty- Fir 
Century Classics 
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Right and above right 
Keeping it simple: four of 
the line art Classic series. 
CM particular interest is the 
Harry Bertola Diamond Chair 
whose mesh seat Intersections 
are represented by numbers 
that create a *point cloud' 
(a rendering option in 3D 
design applications) that 
suggests something technically 
advanced, although they 
merely count the mesh 
intersections, Central to 
the Knoll brand is this 
juxtaposition of the 
practical and the graceful. 

Design: rJB: Studios 






19 



The Fundamentals of Creative Design 



Knoll 



Section 2 



print finishing 





Monochrome image 



Monochrome image with 60% shiner and online varnish 



Embossing 

Embossing produces an Image in relief in the substrate using a 
metal die that strikes it from underneath. Reversing this process and 
striking the die from the front of the substrate results In a recessed image 
called debossing. Blind embossing is without colour and produces a subtle 
tone-on-tone look. (See front cover for example of embossing.) 

Heat stamp, hot stamp, block print, 
foil emboss or foil stamp 

This isa foil orcoloured tape that is pressed on to a substrate using 
heat and pressure. If you take the dust jacket off most hardcover books, 

they have their title foil stamped Into the cover. 

Screen printing 

A screen print is the direct imprinting of a design on to the surface of 
a substrate, usually using paint. 



Die cut 

A die is a piece of shaped metal used to cut or score irregular shapes 
in a substrate. This can be used to form the outline shape of the item or 
impart a design into its body. Scoring a substrate enables it to be easily 
folded at a precise position, or it can be used to create a portion that is 
to be torn off such as on a utility bill. 



Spot varnish 

Spot varnish isa liquid varnish that both serves as a. protect! ve coating 
to a printed substrate and enhances its appearance. It can be applied to 
the whole page or to specific parts of it via a separate printing plate. 
Seepages 17, 20, 21, 24, 25, 28, 29, 32 



UV coating 



A UV coating isa liquid applied to a printed substrate that is bonded 
and cured with ultraviolet light. It Is applied In the same way as a spot 
varnish and creates a heavy, slightly raised reflective coating. 
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Reverse of Studio AS's business card, showing the impression of a heavy deboss. Lorem Ipsum, the default 
dummy text often used when designing initial layouts becomes the final printed piece, with a highlighted 
A and S of the studio identity. 

Design: Gavin Ambrose/Matt Lumby 



Barcelona-based Class 
designed the catalogue for 
Pedro Garda's 2003 footwear 
collection. A thick greyboard 
cover is robust enough to 
accept the simple heavy 
deboss. The immediacy of 
the swatch-like package is 
enclosed using a simple bolt 
fixture, implying that the 
contents are both bespoke 
and recent, 

Design: Clase 
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A fundraising mailer for Daniel Llbeskind's proposed extension 
to the V&A takes on a three-dimensional structure. The outer 
packaging collapses to reveal a model of the complicated 24- 
plane continuous spiral construction; v If lite best way to understand 
the building was to look at a model, hey, let's send people a model/ 
explains Johnson Banks. 
Design: Johnson Banks 



When we talk of print media 
we usually think of magazines 
and posters. These Tarot 
cards designed by Baba 
provide a unique means of 
packaging content. Instead 
of being bound in a book or 
magazine, the pages are 
kept in a box. 

Design; Baba 
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Promotional brochure for a lighting company with a three 
dimensional vacuum-formed outer. The cover has been 
photographed in different lighting conditions, clearly 
demonstrating the dramatic effect lighting can have. 

Design: Sagmeister Inc. 
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Section 2 



image resolution 



The spacing of the pixels in an image will determine the resolution of the image. 
This Is measured in pixels per inch (ppi), also called dots per inch (dpi). The higher 
the resolution, the more pixels in the image. A higher resolution means an image 
can contain more information and so detail and colour transitions can be recorded 
in greater quantity. Conversely, at a low resolution, where insufficient information 
has been recorded, an image may appear pixelated. The number of pixels in an 
image is fixed, which is why resolution decreases as an image is enlarged. 
Monitors have a resolution of 72 dpi, which is why most Web graphics are produced 
at this resolution. Low-resolution images are also quicker to download. This is an 
inappropriate resolution for a printed image. Some magazines will print at a minimum 
of 300 dpi, but high-end imagesetters can print at 1,200 dpi, 2,400 dpi, or more. 



Pixels 

An image made of pixels will only reproduce correctly at a 
certain size. Any enlargement will cause a decrease in quality. 
The image below is at 300 dpi at 100%, and to the right is a 
lower resolution 72 dpi image enlarged to the same size showing 
the degradation in quality. 



Vectors 

As vectors are a mathematical process they can be enlarged 
infinitely without loss of quality or resolution. This 1000% 
enlargement of a section of the poster on page 19 demonstrates 
the clarity of type and line at such magnification. 




^? 
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11 










Outer cover For Jerwood 
Applied Aits Prize 2QQ2 
Textiles catalogue. A single 
row of pixels are elongated 
to create an abstract image. 
The ambiguity of the 
resulting graphic is used 
as an overall Identity to 
the collection, rather than 
focusing on a single piece 
of work. 
Design: MB: Studios 
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Section 2 



royal college of art 



Brief 

Redesign of the Critical & Historical Studies Lecture Series literature 
at the Royal College of Art, London. 

Process 

Each poster/brochure uses a different PMS colour to differentiate 
It from the others, as the titles are long-winded and confusing. 



Result 

A literature suite that utilises a simple, rationalised colour 
structure. The format Is flexible enough to accommodate varying 
numbers of lectures - while formulaic enough to maintain 
consistency and facilitate familiarity. 




Above: Clear hierarchy of 
text using the 3 numerals to 
depict the three steps students 
need to follow when writing 
their dissertation. 
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Below: The folds provide physical constraints on the design and 
the information to be presented, Here we see two ways of dealing 
with this. The dissertation guides were finished with five parallel 
accordion folds that make them easy to open. They use the physical 
constraints to format the pags into smaller 'pages' upon which the 
various elements are positioned. 






.. 










Formats fit printing techniques 



DVT nil Uffil nitri m r Mil 



riP.II >U1HUK'I'S AHE 

aiihoumh rou an wocoMe 



wirm, A'iU tlit¥ -.nt l« 

MWWEA-flRTtCIFAIION 
nnn, nut rAimcK xeiLirrtb 



I'apn.ll .-..ill . 



titE CGLLEUWIM LKTUhE 
roi= lipDf NT« HUM liCR 

HWWHITIEI FHOfiHAMKE 

uiDJceri ihut kfit 

PMEUMT\Ha 

itLEGf ind ATita tiEYtinrlrtn 

CHI HIS ALS& OFtfi*N«KB\ 
ijp-runM «?" iHf *PRWH 

lenvcffTAMtiiTxjhnDUit 

THE ■[)«■» WUCQNU1T OF 
THE PflTI PflULL IO SPUMK 

pUMIWMA THE UhihUfiltU 
sriiiPic icnti 



or mi roirnic: diking 

rtEPntlUll TM SCCQrlO HIM C 
im TO III OTHER HlliOini DF 



I EflWSEB to A 

TO AT1I MD At MJWV OTHCTtE ** 

hihq hum uLH-j-s nil iiraiiifnt 
«ii.ntnD i oh A wn En en i iw. 
*l|F01UBLI, PIEAH flOTE TH4T Trll 
0QMMBNI 



UR-iet pent ohm * tPteitL Ma w 

ULi CDLPRI* *HD) *Crtr»L* f9 Pf 



Gtl US S- DIlGllHJhArtY AHB 

I.ISUEI. Mill *<■!• 
■ M MJOIECT r<M tHClPt HLPMtfll n I 



■3&UAM*ATIiW WITH THE CMflU* 
rf-i.M l >,:i]..r:.. 

fltrLttrihfl hie cunncM; 

*£VTnC>IAIRfnOEIt*TEl1IETWIEN 



rtpipVlht; AHb fc"c*niTio» 
it*', vw **nw *inwwwsv TWC 



INCAL AND HISTORICAL SlUD [ 

fl irOdfl-A I OF THE 

BfltttU 



the itcruncj in cue or rut hh 
u FOHinuruN you mum ncoimr 

SUPPLIED TCP EACH 1TIJCIO Al!r* E* 

^ iipi iLtrTiDMifi iwc Series 

OF LKTURE mtRWMIl IT) 
HDAY DF THE FOLLOWING 



M ,1*1111'', fll 



fill h TpIE c*JL1L*M. lift cif t rit col 
rn *NP nrn*-*-ji idea I thev ARI 

TKAT HAH 
WILL ArFfAL TCI AlUOEHTl FRWrl 

P!H, TW tKLjp ig FHFFAR1 
tJJMiiwtTufiow. 



*r d 



til HMUilA 



E QUlUEMMIv rOLrtiDATiM A iHtmi 
T'li ircTi.i.r'. Ann er'.-csur 
about ft* UNAS 

:ilTIOH(HS IN DIFFERENT HELM. A 

THE r.itwir-i; ih*T WI 
*fjrHjfiTupt«L dpWpllTibftB - duemihd J 
HJL , DVTAILI Qrm* FBWIMMMI Will 



pi> rlr.il YEApfRM. students, 



PnOCnAMMES DETAILED HERE - 
FOR TMJH CHOSEN OPf IDH 
[M IERIE* Will RW FQH T 

TUESDAYS. TDEMCDURAC.E 

FIT I R THE H. COW WIEK0F 
ITEEH. 



fci. rnovjDiiw hie eoblpm 



BEIIOAIID TO EXFAhB THE 
ITTEBM.LKDCAUHD Wini 
FAP1T OP IHE CULLEGE. 1111 

FWt THf CHALUPMI Of 



MAIH » rUhUe EvtHInn 
CKEA1I «WVIPII-ATI«rJl 

HAIAPtbWOnKPUVF. 

W1W, IHVEtTHATE IpflLV&S ; 
i cANriEEiirKi": 'duwiito 

AevcnniEDUHLrmTHi 




Left: Reverse of 
the poster/brochure 
opened out (showing 
fold lines) and its 
'friendlier' sszfi 
when folded. 

Right; Instde 

of opened-out 
posted/brochure. 
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The poster/brochure uses the folds In a similar way for Information 
printed on the outside. Essentially, both items use the folds to 
create a ( book' without using stitching or other binding methods. 
The reverse of the poster/brochure ignores the constraints of the 
folds and information is spread across the whole sheet. When folded, 
this information will not be visible but when unfolded it can fulfil 
its intended role as a poster. 

The brochures were finished on a 16-page folder that gives one 
parallel fold and two right-angle folds. This is a format more 
commonly used for transportation schedules or maps, for example 
because it Is simple to open view all the information presented, and 
it can be folded to a friendlier, more convenient, pocket size. In this 
instance, the item can be used as a wall poster when opened out, 
or a pocket guide, when folded. 



Right: Reverse of 

poster/brochures 
In different specials. 



See Specials 



Design: Gavin Ambrose 
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Royal college of art 



Section 2 



choosing a page size 



Theoretically, a designer can use whatever size page he or she likes although the visual 
impact may be questionable. A body of theory has developed that divides and defines 
the space on a page that is logical, easy to work with, and more importantly, gives 
proportions that are easy on the eye. For the designer, having a variety of page sizes 
at his or her disposal with appealing proportions saves time and provides a sound 
starting point for any design. 



Page size 

Although a designer is free 
to choose any page size there 
are practical and economic 
considerations that will 
Influence Lhat choice, such 
as paper wastage and the 
cost of cutting non-standard 
sizes. The existence of ISO 
(International Organization 
for Standardization) paper 
sizes provides a range of 
paper sizes that while it may 
be unadventurous, nevertheless 
works and is freely available. 

See ISO 



Layout developments 

For over a thousand years page sizes have been constructed using 
pentagons, hexagons, octagons, circles, squares and triangles. Early 
scribes and typographers, influenced by organic phenomena such as 
the hexagonal construction of honeycomb to the pentagonal structures 
found in the growth of flowers, used these shapes as the basis of page 
sizes. In turn, they were the basis of determining the active area on 
the page within which the text and graphics will be positioned. 




Left Classic layout 
pioneered by German 
typographer Jan Tschichold 
(1902-1974) based an a 
page size with proportions of 
2:3. The spine (a) arid head 
(b) margins are positioned 
as a ninth of the page. The 
simplicity of this page is 
created by the spatia 
relationships that 'contain' 
the text block. 

Ths grid creates harmonious 
proportions: the innef 
margin (c) is half the size of 
the outer margin (d), while 
the height of the text block 
[e) is equal to the width of 
the page (f). 



Jan Tschichold left Germany 

in 1933 and worked in 
Switzerland as a typographer 
until 1946. Between 1946 
and 1949 he lived and 
worked in England overseeing 
the typographic redesign of 
the fast expanding publisher, 
Penguin Books. 
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Page size generation 



1 -Tall Pentagon Layout 




/ ■ 






Above: The Tall Pentagon 
page is constructed by vertically 
dissecting a rotated pentagon. 
This gives & page size that 
when doubled creates a double- 
page spread. 

2 -Truncated Pentagon Layout 



Above: The double-page spread is then 
dissected from bottom left to top right, 
bottom right to top left, bottom left to top 
centre and bottom right to top centre. The 
header and spine widths are then inserted 
to complete the necessary anchor points for 
the text block. These are usually based on 
a division of the height i.e. a twelfth. 



Above: The resulting layout gives a basic 
indication of the position for the main body 
copy or text block, 

This process can be repeated to create 
different page formats using different areas 
of the same pentagon (see below). 
















1 


















3 - Short Pentagon Layout 
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Choosing a page size 



Layout is the arrangement of the elements of the 
design in relation to the space that it occupies 
according to an overall design scheme. This could 
also be called the management of form and space. 
The objective of layout is to present the visual and 
textural elements that are to be communicated in a 
manner that enables the reader to receive it with the 
minimum of effort. With good layout, a reader can 
be navigated through quite complex information in 
both print and electronic media. 

Layout addresses the practical and aesthetic 
considerations of the job in hand such as where 
and how the content wi 1 1 be viewed/ regardless of 
whether the final format is a magazine, website, 
television graphic or bottle of bubble bath. 
Positioning of the various elements in the layout is 
guided by use of a grid, a series of reference I ines 
that allows quick and accurate placement of items 
that ensures a consistent visual identity from page 
to page, or item to item across a range of products. 



Layout ; guided by a grid, can 
produce exciting and dramatic 
designs but monomaniacal 
adherence to it can act as a 
straightjacket that throttles 
the design and obstructs the 
passing of information to 
the reader. It Is important to 
achieve a balanced look or Feel 
to a page, which means there 
will be occasions when you 
have to break with the confines 
of the grid, This section will 
explain the fundamentals of 
grid usage and explore how 
various grid patterns can be 
used to present different types 
of information. 



Section 3 



layout 



Layout is the positioning of elements on a page. How this is done has a dramatic 
influence on visual impact and how effectively information is communicated to the 
reader. Layout is influenced by the material that is to be presented, the wishes of who 
it is being produced for, and of course, the creativity of the designer. Most designers 
use a baseline grid of varying degrees of complexity to assist in the placement of the 
elements and provide some kind of order. 




HH 





The above illustration shows the grid used in a publication for 
BDP. The vertical columns and horizontal fields provide a number 
of options for the location of textual and graphic elements that 
enable continuity to be maintained from page to page. 



Design: Gavin Ambrose for BDP 
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Pi|i nurnlief and itiliciv 



The schematic shows the simple grid that provides a wide column for 
the main text, an accompanying column for captions, notes and small 
graphic elements, and a large area for the main visual elements. 



Design: Gavin Ambrose for BDP 
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Above and below: Catalogues using gatefolds; the colourful surprise 
of David Spiller's imagery hidden under bold typographic sections, 
while the scale of Elisabeth Frink's sculptures are revealed through a 
dual fold out. 



Left: A 16-page concertina-fold exhibition catalogue for John Virtue, 
with paintings reproduced in proportion allowing the reader to 
construct a miniature gallery, 
Design: Studio AS 
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Typographic conventions are 
often broken in the name of 
creativity or when they can 
enhance the message being 
delivered, 2wice magazine 
mixed letters and numbers in 
its title, by using a l Z' rather 
than a capital T' to give It 
added visual emphasis. 

Design; Pentagram 
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The cover of architecture magazine is 
not large enough to contain its masthead, 
which literally flows into the contents 
pages. This wraparound method is a 
bold approach for a masthead, which Is 
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traditionally an undisturbed visual 
signature for a publication. 

Design: Pentagram 
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The above spread Is a wonderful example of the layout being 
influenced by the subject matter. In this instance the use of an 
angled grid mirrors the coverage of office design In an article In 
Metropolis, influencing all elements Including how the main image 
is cropped, headers, standfast and body text, The unusual angle 
leaves large areas of white space that contrast with the cluttered 
office photograph and reinforces the message in the article; that 
abstract design ideas can improve the world around us. The angles 
of the grid are taken from a hexagon, which conveniently allows 
a hexagon to be used to frame a head shot of the designer heing 
written about. 

The hexagon is also used on the Metropolis cover, being turned 
into a honeycomb that dissects the close up of a face. The use of 
shading in some of the honeycomb segments visually drops those 
segments into the background and dramatically emphasises the eye. 

Design: Pentagram 
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LEClURES 



The layout for the Royal 
Society of Arts CRSA) annual 
report is deliberately kept 
simple as its target audience - 
the high-powered opinion 
formers that are the RSA'S 
sponsors and fellows - often 
doesn't have time to read 
RSA is a charity and so it was 
important that its report did 
not look too corporate nor 
that the organisation was in 
need of sponsorship. The 
result is short, uncluttered 
and discursive. 
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Atelier 1 Works used the idea 
of multiplicity and expressed 
it through typefaces, formats, 
sub-identities and paper stocks 
to create a low-key y elegant 
and worldly design, It is 
enriched with a variety of 
typographic illustrations 
from RSA's own Royal 
Designers for Industry, 

Design: Atelier Works 
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Environmental and literature graphics for a city centre leisure 
complex. The strong typography of the brochure (see following pages) 
is echoed in the signage, printed directly on ta columns and floors. 
The simple colour scheme, typographic style and bold confident 
use of imagery creates a seamless identity. 

Design: Studio Myerscough 





A series of Haiku poems, consisting of 17 
syllables, punctuate the aspi rational imagery of 
the brochure. Heavy type is carefully Justified 
and softened through the use of flat colour, 

Design: Studio Myerscough 
See Justification 



I 



*2 



The Fundamentals of Creative Design 



Layout 









43 



The Fundamentals of Creative Design 



Layout 



Section 3 



golden section & 
fibonacci numbers 



The Golden Section was thought by the ancients to represent infallibly beautiful 
proportions. Dividing a line by the approximate ratio of 8:13 means that the 
relationship of the longer part to the shorter is the same as that of the longer part 
to the whole. Objects that have this ratio are pleasing to the eye and can be found in 
a series of numbers called Fibonacci numbers. This ratio can be seen in nature in the 
growth patterns of plants and the shells of certain animals. Perhaps it is because of 
its presence in nature that these proportions are so pleasing to the eye. In the field of 
graphic arts, the Golden Section is the basis for paper sizes and its principles can be 
used as a means of achieving balanced designs. 



if you draw two small squares together, then draw another square 
using the combined lengths of the two squares as one side and tarry 
an repeating this process you create a set of Fibonacci rectangles. 
This is a set of rectangles whose sides are two successive Fibonacci 
numbers in length, composed af squares with sides that are Fibonacc 
numbers, or in other words, the ratio of the sides of these rectangles 
equals that of the Golden Section. 

A Fibonacci spiral can be created by drawing quarter circles through 
each square that together form the spiral. A similar curve occurs in 
nature in the shape of a snail's shell. 
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A set of Fibonacci rectangles and a Fibonacci spiral. 



• 





To form a Golden Section; 
take a square, dissect it, 
form an isosceles triangle, 
extend the arc, form a 
Golden Section. 
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5 8 13 21 34 55 89 144 

6 10 16 26 42 68 110 178 

7 11 18 29 47 76 123 199 



Fibonacci, or Leonardo of Pisa, horn in Pisa, Italy about 1175, has 
been called the greatest European mathematician of the Middle Ages 
because of a discovery he made that has excited natural biologists and 
mathematicians for hundreds of years. The series of numbers that bear 
his name, Fibonacci numbers, are also a cornerstone of design practice. 

Fibonacci numbers area series of numbers where each number is the 
sum of the preceding two. The series starting from zero can be seen 
across this spread. Why is this important? Fibonacci numbers are 
important because of their link to the 8:13 ratio also known as the 
Golden Section. 



If you take two successive numbers in Fibonacci's series and divide 
the higher value by the one before it you get a number close to 1.6. 
For example 13/8 = 1.62S. If you continued doing this through 
the series the outcome hones in on a value that is approximately 
1.61804, called the Golden Ratio, Golden Number or Golden Section. 



1 1 2 3 5 8 13 21 34 55 89 144 233 377 610 987 1597 2484 4181 6765, 10,946 17,711 



The Modular 

A harmonic measure to the 
human scale, universally 
applicable to architecture and 
mechanics, which has since 
been adopted by designers of 
all disciplines. 

In 1947 Le Carbusier's 
Modular system, protected by 
patent, was made public, and 
the following year appeared in 
his seminal book Le Modular: 

'A range of dimensions which 
make the good easy and the 
bad hard.' 



10 ten point type 

11 on eleven point leading 



16 sixteen point type 

18 on eighteen point leading 

26 twenty-six point type 

29 on twenty-nine point leading 

The modulor system is essentially a slide rule, with measurements derived from human proportions 
that can be used in design and construction. The relationship of human form to measurement creates an 
harmonious balance, be it in architecture, page sizes or even type. Often more than one set of integers 
are used, as with the three examples of type and leading (above), which have been set to the values of two 
consecutive Fibonacci number systems. 
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The illustration above shows the complex grid system utilised by 
Studio AS for the Robyn Denny project. From the spine, the interval 
between succeeding grid lines increases exponentially towards both 
the vertical and horizontal edges of the page. This results in a 
remarkable assortment af different sized boxes to position elements, 
with no two boxes having the same dimensions that provides 
unlimited scope for creative positioning, while maintaining some 
semblance of order and structure. 

Design: Studio AS 
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Early development spreads 
demonstrating how text 
boxes, images, titles, 
footers, captions and folios 
are positioned on the 
page using the complex 
grid system. 
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The final book is 
deceptively simple. 
Works of varying 
configurations and sizes 
are accommodated with 
ease through the jse 
of the grid system. 
Rather than introducing 
restrictions the grid 
system offers liberation. 
Design: Studio AS 
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to construct the argument 
objectively with the means 
of visual communication 



Josef Muller-Brockman 
established his own design 
practice in 1936 having been 
an apprentice in Zurich. 
He is often cited as an 
influence on modern design 
and in particular grid systems. 



to construct the text and 
illustrative material systematically 
and logically 

c 

to organise the text and illustrations 
in a compact arrangement with its 
own rhythm 



to put together the visual material 
so that it is readily intelligible and 
structured with a high degree of 
tension 



Josef Muller-Brockman 
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The baselind grid 
is the graphic 
foundation on 
which a design 
is constructed. 
It serves i similar 
purpose to 
the scaffold 



mg 
used in building 
construction, 
providing a means 
of support and a 
guide to positioning 
elements on the 
page with an 
accuracy that is 
difficult to achieve 
by eye alone. 



Designing each page separately is time 
though sometimes necessary, The grid I 
the vertical and horizontal pla ics, rnak 
and easier while helping to eris.ire a 
how the design works. The grit will.o 
publication to present different informs 



baseline g 



The baseline 



important relat 



with many key elements 



id 



gn 



of the desigr 
the baseline- 



distance, and by 



implication/ 



size and leadinc. Another 



consideration is 



the grid is pDsitioned to 



the x-height 



See X-height 
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consuming and indulgent 
lelps proportion a page in both 
ng the design process quicker 
al consistency and explaining 

vary throughout .a 
tion in different ways. 
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Grids are as much of 
a tool as a designer 
chooses them to be. 
Some feel the grid is 
their best friend while 
others find it 
restrictive. Flexibility 



is important to make 
designs interesting 
and accessible and is 
made possible by the 
complexity of the grid. 
We are familiar with a 
page divided into 



columns but adding 
a horizontal grid 
provides zones where 
text and images start. 
Complexity and 
freedom can be 
increased by 



overlaying two or more 
grids that create odd 
spaces for elements 
to be positioned. 
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Simple grid structure showing: 
1. Galumjis.of tyBe.witrUines. 

rieflictsd running lop to boltom 

and bottom to tup 



2. Pout™ of captions 

3. Margin 
(. Gutter 



5. Position of running heads and 
chapter headers 

6, Bleed 



1. Position of folio 

B. Baseline of text area 
?. Trim size 
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the guardian 
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Brief 

When Pentagram was asked to redesign 77ie Guardian daily 
newspaper in 19B8 it was given quite a challenge. The studio had to 
create a design with a contemporary style that applied the benefits of 
new technology that was radically changing the newspaper industry. 
The caveat was that David Klllman, a partner at Pentagram, had to 
retain the traditions of the newspaper for fts long established 
readership. 

Process 

The design also had to be robust enough and straightforward to 
use in order to meet the needs of the newspaper's editorial team 
that compiles pages In haste to meet an endless stream of deadlines, 
many of which have little design experience. 

Result 

The relaunched newspaper, complete with a strikingly modern 
masthead was a great success and went on to garner a number of 
prestigious awards, The masthead is unique as It mixes both serif 
and sans-serif typefaces. The layout simultaneously offers flexibility 
and standardisation. The traditional 8 column grid of British 
broadsheets Is standardised to advertising sales space, where 
uniformity is necessary, internally, flexibility is introduced 
through the use of a 24-column grid that can accommodate 
columns of different measures. 

Design: Pentagram 



See Baseline Grid 
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Big Random, 
LrttJe Random 

Guarian 2 ; wilFiodavs retsvts«yi 



Hi 




Mean old man or 
bland blancmange? 

Profile G2 page s 4/B ^V ' 
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Media 
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77^ Guardian 



Eight injured as bus ripped apart ii IRA 'own dpaCTheory :■■■■■■••.: -q waa given 

Bomb blasts West End 





An additional masthead 
makeover brought a welcome 
dash of colour to the front 
page and gave greater 
prominence to the photo 
leader, both taking advantage 
in developments in four-colour 
printing technology. 

Design: Pentagram 
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V ■ M ■ Tht GuardianH 

Weekend 



Hostage: Brian Keenan's own story 





The redesign of the Weekend 
colour magazine created a 
bold look with strong 
typographic style to make 
It significantly different from 
its rivals, while retaining the 
newspaper's identity. As 
these spreads show, the 
magazine has a different 
pace to the main newspaper, 
using large-scale photography 
to give a more relaxed, 



leisurely feel to the content. 
The content comprises 
feature length articles with 
no-nonsense typography and a 
clean and simple layout, 
dramatically Illustrated 
with large-seals photographs. 
This tone is established 
from the outset by the text- 
barren cover, 

Design: Pentagram 
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Typography is the means by which a written idea is 
given a visual form. The selection of the visual form 
can dramatically affect the readability of the written 
idea and a reader's feelings towards it due to the 
hundreds, if not thousands of typefaces avai labie. 
Typography can produce a neutral effect or rouse 
the passions, symbolise artistic, political or 
philosophical movements, or express the personality 
of a person or organisation. Typefaces vary from 
clear and distinguishable letterforms that flow easily 
before the eye and are suitable for extended blocks 
of text, to more dramatic and eye-catching typefaces 
that grab attention and are used in newspaper 
headlines and advertisements. 

Typography is anything but static and continues 
to evolve. Many typefaces in use today are based 
upon designs created during earlier historic epochs. 
The fledgling printing industry established Roman 
capitals and Carolingian minuscules from the reign 
of Charlemagne as standard forms in the 15th 
century, which are still widely used today. 



Typography sets the tone of 
a piece of text and a typeface 
should be chosen that is 

appropriate and sympathetic 
to the message being presented 
and the audience being 
presented to. While there are 
no hard and fast rules, "there 
are technical aspects to bear 
in mind that will help with 
typeface selection. This section 
will dissect the anatomy of a 
typeface, provide examples 
of typefaces from the main 
classification categories and 
comment on their usability. 
As with many other elements 
of design, typeface selection 
is heavily influenced by the 
taste, style and persona 
preferences of the designer, 
together with current fashions, 
and is thus open to a great 
deal of experimentation. 



Section 4 



type 



Type size is the vertical size of the body of a character including the space above and 
below its strokes. Type size is commonly thought of as the size of the typeface, but it 
historically refers to the size of the body that holds the printing face of a character in 
the days of letterpress. A character wil I always be slightly smal ler than its given type 
size because of this. Normal reading type sizes are usually 8pt to 14pt and the use of 
different type sizes in the same text indicates a hierarchy of importance as size 
influences what is read first. 



7 8 9 10 11 



1214 16 18 21 24 



36 48 60 72 



Point system 

The point system is used to specify the typographical dimensions 
of a page. This is represented in points and picas. The British and 
American system is based on a metric point with dimensions as 
follows: the point is 1/72 of an inch. All type is designed in points. 
Points are always used to specify type size. 

12 points = 1 pica 
1 point = 0.35mm 
1 pica = 4.22mm 

The European didot system is slightly different but provides 

similar values: 

12 Didot = 1 Cicero 

1 Didot = 0.38mm 

1 Cicero = 4.56mm 

There are 12 points to a pica, about 6 picas to an inch. The pica 

is used for linear measurement of type.. The length of a line is 

specified in picas. 



Em 

An em is a basic unit of measurement for a given typeface 
derived from the width of its lower case W I.e. 1 em = the point 
size of the typeface. The letter *m' was originally as wide as the 
type size. The em is actually a square with sides equal to the point 
size of the typeface. This is used as a constant against which to 
base other measurements for the typeface such as the set width, 
which determines how much horizontal space a given amount of 
copy will occupy in a given type size. The em is also used for 
paragraph indents and fixed spacing. Ah em dash is a dash one 
em in length; an en dash is half the length of an em dash, 
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During the early part of the 
20th century many foundries 
reissued older typefaces In 
metal. Many of these had 
subtle differences^ accounting 
for the variations in modern 
digital fonts. 

Right, top to bottom: 
AkzidenzGrotesk BE, BQ and 
Buch, all at medium weight 
have evident differences in 
counter size and stroke width. 



Towards the end of the 16th century a standard set of type sizes was 
developed, and has remained in use since. This made the standard 
production of metal type possible. 



ge 
ge 
ge 



lpkCfiKilit\7 r*f f\m(*fz*rc±Q. 



Cheltenham 1896 Morris Fuller Berttcn/Bertram G Goodhue 

Designed with exaggerated ascenders and descenders following studies of legibility of typefaces that found readers scanned using the tops of letters. 



m 



Type sizes 

^odern typesetting 

technology allows 

rfor fonts to be set 

in any combination of sizes. 
Early Renaissance 
typographers, however, tended 
to compose using a single 
typeface, in a single weight 
and a single size. Giving the 
impression of even text block 
coverage, this pattern was 
punctuated only by the 
insertion of drop caps in 
the chapter openers. 



Upper case and lower case 

Derived from the trays that type used to be stored in, the upper case containing 'Capitals' and the lower 
case containing 'Roman'. Later, type was stored in a Double Case, which, as the name suggests, contains 
all the characters, punctuation and spacing necessary for typesetting (see below). 
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Typography was a cornerstone 
of the Yellow Pages redesign 
by Johnson Banks, The old 
typeface was difficult to read, 
especially at small point sizes. 
An entirely new typeface was 
commissioned to cope with the 
constraints of huge volume 
printing. This had characters 
that were carefully created to 
be more legible at small sizes 
and to allow more information 
to go on a line. Special 
features included a condensed 
basic form of type with 
ascenders and descenders at 
75% of ncrmal height and 
junctions chiselled away to 
allow for ink fill at very 
small type sizes. 
Design: Johnson Banks 

See Anatomy of a typeface 



K3 
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Yellow regular 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 

0123456789!?,"£$&%@* 



Yellow bold 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 

0123456789!? r "£$&%@* 



Ascenders 

75% of 

normal height Bgttom flf countBr amfirlded 

to allow for ink fill 



Cniili'ivsivl basic form 




Junctions chiselled 

away to allow for Bottom stroke Descenders 75% 

fill in at very small thinned to allow of normal height 

type sizes fDI ' ink 5 P refld 
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kerning & ligatures 



Kerning concerns the space between two letters. Certain combinations have too 
much space between them/ which may make some words difficult to read. This excess 
is reduced by kerning/ the removal of unwanted space between letters. Some letter 
combinations frequently need to be kerned and are known as kerning pairs. The 
practice of kerning is particularly common to achieve a balanced look for display type. 



We 



r 



n 



in 



With too much space between them, the letters of the word on the 
eft (above) seem awkward and appear to be floating away from each 
other. By reducing this space - known as kerning back - the word 
is visually tighter and looks more natural as shown on the right. 



g] ^jpipg 



Latin combinations 



Non-Latin combinations 



f f f i fl f f i f fl fb fll f J 

fffiflffiffl fb fhfj 



Text set with and without ligatures. 



Text set with and without ligatures. 



The 'f ascender and the serif of the ascender of a following letter 
sometimes look like they are interfering with each other. Rather than 
trying to separate them they are often joined by a ligature as shown 



above. Similarly, where the dot of the V or 'j' looks messy following 
the 'P. This ligature joins at the crossbar and the dot is removed, 
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AT AT 


AY 


AY 


AV AV 


AW AW 


Ay Ay 


Av 


Av 


Aw Aw 


FA FA 


TO TO 


TA 


TA 


Ta Ta 


Te Te 


To To 


Ti 


Ti 


Tr Tr 


Tu Tu 


Ty Ty 


Tw 


Tw 


Ts Ts 


Tc Tc 


LT LT 


LY 


LY 


LW LW 


Ly Ly 


PA PA 


VA 


VA 


Va Va 


Ve Ve 


Vo Vo 


Vi 


Vi 


Vr Vr 


Vu Vu 


Vy Vy 


RT 


RT 


RV RV 


RWRW 


RY RY 


Ry 


Ry 


WA WA 


Wa Wa 


We We 


Wo 


Wo 


Wi Wi 


Wr Wr 


wuwu 


WYWY 


YA YA 


Ya Ya 


Ye Ye 


Yo 


Yo 


Yi Yi 


Yp Yp 



Yq Yq Yu Yu Yv Yv 
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leading 



If type is set solid (without additional spaces) there is a certain amount of white space 
above and below the text because some is incorporated as part of each typeface to 
accommodate ascenders and descenders, and to prevent different lines being too 
jammed together. Leading is used to add extra space on the bottom of each line of 
type, typically to make it easier to read. Leading is named after the strips of lead that 
performed this function on a letterpress, it is expressed in points, and its effect is also 
called linefeed or interlinear spacing. Type size and leading maybe annotated as 
10/12 Garamond, meaning the Garamond type size is 10 point, the distance between 
the baselines is 12 point, so the leading is therefore 2 point. 10/10 Garamond signifies 
no leading. Differences in typefaces mean the effect of leading will depend on its point 
size and x-height. 



Leading and measure 

Leading works in conjunction with the measure of the column being 
set. That is to say that two identically set texts (same leading, 
lypeface and type size) will appear differently over different 
measures. The measure is the width of the column. 



Characters per line 

As a general rule, type on a wider measure will appear heavier and 
will benefit from additional leading. Notice how the column below 
right looks greyer than the column below left. 



12 pica column 



24 pica column 



If type is set solid (without 
additional spaces) there is a 
certain amount of white space 
above and below the text because 
some is incorporated as part of 
each typeface to accommodate 
ascenders and descenders, and to 
prevent different lines being too 
jammed together. Leading is used 
to add extra space on the bottom 
of each line of type, typically to 
make it easier to read. 



If type is set solid (without additional spaces) there is a certain 
amount of white space above and below the text because some is 
incorporated as part of each typeface to accommodate ascenders 
and descenders, and to prevent different lines being too jammed 
together. Leading is used to add extra space on the bottom of each 
line of type, typically to make it easier to read. Leading is named 
after the strips of lead that performed this function on a letterpress, 
it is expressed in points, and its effect is also called line feed or 
interlinear spacing. Type size and leading may be annotated as 
10/12 Garamond, meaning the Garamond type size is 10 point, 
the distance between the baselines is 12 point, so the leading is 
therefore 2 point. 10/10 Garamond signifies no leading. Differences 
in typefaces mean the effect of leading will depend on its point size 
and x-height. 



10pt type an 11 fit leading 



lOpt type on llpt leading 
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18 pica column 



If type is set solid (without additional spaces) there 
is a certain amount of white space above and below 
the text because some is incorporated as part of 
each typeface to accommodate ascenders and 
descenders, and to prevent different lines being 
too jammed together. Leading is used to add extra 
space on the bottom of each line of type, typically 
to make it easier to read. 



If type is set solid (without additional spaces) there 
is a certain amount of white space above and below 
the text because some is incorporated as part of 
each typeface to accommodate ascenders and 
descenders, and to prevent different lines being 
too jammed together. Leading is used to add extra 
space on the bottom of each line of type, typically 
to make it easier to read. 



10pt type on llpt leading 



lOpt type on 12pt leading 



If type is set solid (without additional spaces) there 
is a certain amount of white space above and below 
the text because some is incorporated as part of 
each typeface to accommodate ascenders and 
descenders, and to prevent different lines being 
too jammed together. Leading is used to add extra 
space on the bottom of each line of type, typically 
to make it easier to read. 



If type is set solid (without additional spaces) there 
is a certain amount of white space above and below 
the text because some is incorporated as part of 
each typeface to accommodate ascenders and 
descenders, and to prevent different lines being 
too jammed together. Leading is used to add extra 
space on the bottom of each line of type, typically 
to make it easier to read. 



lOpt type on 13pt leading 



lOpt type on 14pl leading 



As point size and measure are linked you can calculate using the following methods in any given font. 
The optimum line length is around 9 words (based on the average word being 5 characters in length). 

Lorem ipsum dolor sit amet, autem zzril elit, sed 

The optimum line length is around one anci a half times the length of the lower case alphabet. 

abcdefghijklrnnopqrstuvwxyzabcdefghijklm 

Around 26 characters is considered minimum, 38 optimum, and 68 maximum, 

abcdefghijklmnopqrstuvwxyz 

abcdefghijklmnopqrstuvwxyzabedefghijklm 

abcdefghijklmnopqrstuvwxyzabcdefghijklmnopqrstuvwxyzabcdefghijklmnop 
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hyphenation, justification 
& tracking 



If the text in a column is ranged left or ranged right there is a fixed space between each 
word and one end of the column of text will appear ragged- Fully justified text has both 
sides of the text body neatly aligned as the space between words is varied to achieve 
balance. Justified text with many long words and many large spaces can result in a 
visual fault where there are literally rivers of white space flowing down the text block. 



This type is set loose 
This type is set normal 
This type is set tight 
This type is set very tight 
This type is set overlapping 

Tracking 

Tracking refers to the amount of space between all letters, which 
can be adjusted to make the characters distinguishable. Reducing 
tracking reduces the space between letters, condenses the text, and 
may allow more text to be fitted into a given area, but if tracking is 
reduced too much the letters begin to hit each other. Space should 
not be added to the extent that letters become separated from the 
words they are part of. 

Text justification 

Special attention needs to be paid to justification of type, 
particularly on a narrow measure. Consecutive hyphenation, widows, 
irregular spacing (white acne) and rivers (vertical shapes formed by 
adjacent gaps), are all commonplace to automatically set text (right). 



Lorern|ipsum|doEor|sit|amef,|con 
sectetuer adipiscing elit, sed diam non- 



ummy nibh euismod tincidunt ut 
dolore magna aliquam erat volut 
wisi enim ad minim veniam, qu 

trud exerci tation ullamcorper s 

consequat.HDuis autem vel euir 



accumsan et iusto od 



bl< 



-aesent lui 



so 



- et 
Ut 



sectetuer adipiscing elit, sed diam non- 
ummy nibh euismod tincidunt ut laoreet 
dolore magna aliquam erat volutpat. Ut 
wisi enim ad minim veniam, quis nos* 
trud exerci tation ullamcorper suscipit 
lobortis nisi ut aliquip ex ea commotio 
consequat. 



I 
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Anything between 40-76 characters per II ne (CPL) (this includes spaces and 
punctuation] Is considered satisfactory, while 66 CPL is generally cited as the 
optimu m for readability. Typographers try to avoid morethan two consecutive 
li yphenations, but hyphenations are considered preferable to 'loose' setting, 
add Flush Left or Right better still. 

flush Left (FL), by default is Ragged Right (RR), arid can be described as 
FL/RR. Conversely, Flush Right (FR), by default is Ragged Left (RL), and can 
be described as FR/RL. 

A common problem wrth justified type Is 'white acne' or 'pig bristles'; 
lha sporadic appearance of white spaces that occur in the 'gaps' between 
words. 'Rivers', or lines formed through connecting white gaps are also to 
be avoided, A valuable tip lor identifying problems is to look at text with 
squinted eyes, so you see only shapes and don't read the words, turning your 
text upside down also works. 



Anything between 40-76 characters per line [CPL) (this includes spaces and 
punctuation) is considered satisfactory, while 6S CPL is generally cited as 
the optimum for readability. Typographers try to avoid more than two con- 
secutive hyphenations, but hyphenations are considered preferable to 
'loose' setting, and Flush Left or Right better still, 

Flush Left (FL), by default is Ragged Flight (RR). and can be described as 
FL/RR. Conversely, Flush Right (FR), by default is Ragged Left (RL), and can 
be described as FR/RL, 

A common problem with justified type is 'white acne' or 'pig bristles'; 
the sporadic appearance of white spaces that occur in the 'gaps' between 
words. 'Rivers', or Unas formed through connecting white gaps are also to 
be avoided. A valuable tip for Identifying problems is to look at text with 
squinted eyes, so you see only shapes and don't read the words, turning 
your text upside down also works. 



Minimum: 50 Optimum: so Maximum: 120 



Minimum: BO Optimum: 100 Maximum: 150 



Anything between 40-73 characters per line (CPL) (this includes spaces 
and punctuation) Is considered satisfactory, while 65 CPL is generally cited 
as the optimum for readability. Typographers try to avoid more than two 
consecutive hyphenations, but hyphenations are considered preferable to 
'loose' setting, and Flush Left or Right better still. 

Flush Left (FL), by default is Ragged Right (RR), and can be described as 
FL/RR. Conversely, Flush Right (FR), by default is Ragged Left (RL), and 
can be described as FR/RL. 

A common problem with justified type is 'white acne' or 'pig bristles'; 
the sporadic appearance of white spaces that occur in the 'gaps' between 
words. 'Rivers', or lines formed through connecting white gaps are also 
to be avoided. A valuable tip for identifying problems is to look it text 
with squinted eyes, so you see only shapes and don't read the words, 
turning your text upside down also works. 



Anything between 40-76 characters per line (CPL) (this Includes spaces 
and punctuation) is considered satisfactory, while 6S CPL Is generally 
cited as the optimum for readability. Typographers try to avoid more 
than two consecutive hyphenations, but hyphenations are considered 
preferable to 'loose' setting, and Flush Left or Right better still. 

Flush Left (FL), by default is Ragged Right (RR), and can be described 
as FL/RR. Conversely, Flush Right (FR), by default is Ragged Left (RL), 
and can be described as FR/RL, 

A common problem with Justified type is 'white acna' or 'pig bristles'; 
the sporadic appearance of white spaces that occur in the 'gaps' 
between words. 'Rivers', or lines formed through connecting white gaps 
are also to be avoided. A valuable tip for Identifying problems Is to look 
at text with squinted eyes, so you see only shapes and don't read the 
words, turning your text upside down also works. 



Minimum: 100 Optimum: 140 Maximum: 200 



Minimum: 140 Optimum: 170 Maximum: £50 



Anything between 40-76 characters per line (CPL) (this includes 
spaces and punctuation) is considered satisfactory, while 66 CPL Is 
generally cited as the optimum for readability. Typographers try to 
avoid more than two consecutive hyphenations, but hyphenations are 
considered preferable to 'loose' setting, and Flush Lift or Right bet- 
ter still. 

Flush Left [FL), by default is Ragged Right (RR). and can be des- 
cribed as FL/RR. Conversely, Flush Right (FR), by default is Ragged 
Left (RL), and can be described as FR/RL. 

A common problem with justified type is 'white acne' or 'pig bristles'; 
the sporadic appearance of white spaces that occur in the 'gaps' 
belween words. 'Rivers', or lines formed through connecting white 
gaps are also to be avoided. A valuable tip for identifying problems 
Is 10 look at text with squinted eyes, so you see only shapes and 
don't mad the words, turning your text upside down also works. 



Anything between 40-76 characters per line (CPL) (this includes 
spaces and punctuation) Is considered satisfactory, while 66 CPL is 
generally cited as the optimum for readability. Typographers try to 
avoid more than two consecutive hyphenations, but hyphenations are 
considered preferable to 'loose' setting, and Flush Left or Right 
better still. 

Flush Left (FL), by default Is Ragged Right [RR), and can be 
described as FL/RR. Conversely, Flush Right [FR), by default is 
Ragged Left (RL), and can be described as FFt/RL. 

A common problem with justified type is 'white acne' or 'pig bris- 
tles'; the sporadic appearance of white spaces that occur in 
the 'gaps' between words. 'Rivers', or lines formed through conn- 
ecting white gaps are also to be avoided. A valuable tip for ident- 
ifying problems is to look at text with squinted eyes, so you see 
only shapes and don't read the words, turning your text upside 
down also works. 



Minimum: 170 Optimum: 200 Maximum: 300 



Minimum: 200 Optimum: 250 Maximum: 350 
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Radical Architecture 


allowing visitors to take 


See Hyphenation, Justification & Tracking 


Exhibition graphics and 


selected pages. The 


^_ 


catalogue design for the R1BA 


typography is intentionally 


1 >bb 


(Royal Institute of British 


small, with long line lengths, 


■j 


Architects). A strong 


necessitating visitors 




constructtvist colour scheme 


to retain the manifesto 




and manifesto style catalogue 


sections for later reading. 




combine to create an 
impactful exhibition. The 


Design: Studio Myerscough 




catalogue, printed on wafer- 






thin Bible stock, is printed as 






a serifs of individual pads, 








AllSON Ml PETER 

SMITHSON 



DOOM MMFESTV 

CJJUL NEEE1HG 29-30-31 JEENIMT 1954, ■■■IN HEEU 

ViHETCK.MN BIHKEt. HDVENSGIHt SMTR5IN.VOEICI.E1 

smfMNTSMRumr 

t U CHIRK DRTHENE PROPOSED ft TECINlllE W1ICR mill 



PRINCIPLES OF ORDER WITHIN Oil CITIES 



WHICH WERE BEIIEHED Tl RE FDMDMMEHT1U. 
3. UC I niCTIM MS IEUISEB IS I TtlUlIf Umil nSEU. 



OF THE ZDTH CENTUM 
4 OtlRISTatEMEHT TRIES TOPRWlPEIIiniBIWllCR Will 
11REMTE STILL FURTHER THIS rtTINTIM. 



8vo used an intriguing array 
of typeface styles over an 
amorphous yellow shape for 
this poster for the seventh 
anniversary of Manchester's 
legendary Hacienda nightclub. 
The Hacjenda brand was SO 
well known that little 
information needed to be 
given other than the date. 
The brand itself, reduced to 
its highly identifiable first 
three letters 'Hag' stretches 
across the poster over 
Fac 51, an equally familiar 
brand mark of the club- 
Several special inks including 
a luminescent are used to 
create a poster that functions 
effectively in the early hours - 
the time the intended 
audience see it! 

Design: 8vo 






>::*: 
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MODERN ART 



MODERN ART 

73 REDCHURCH STREET LONDON E2 7DJ 

TEL +44 (0)20 7739 2081 FAX +44 (0)20 7729 2017 

MODERNARTINC.COM INFO@MODERNARTlNC.COM 



73 REDCHURCH STREET LONDON E2 7DJ 

TEL +44 (0)20 7739 2081 FAX +44 (0)20 7729 2017 
MODERNARTINC.COM INFO@MODERNARTINC.COM 



MODERN ART 



CHRISTIAN MOONEY 



Simon Earith of Blje Source. 
designed a bespoke typeface, 
Standard Modem, as an 
integral pert of an identity For 
Modem Art, a contemporary 
art gallery in London's East 
End. Resulting in the creation 



of elements including business 
cards, letterhead, continuation 
sheet, comp slips, signage and 
regular preview cards. 

An identity needn't be a logo, 
a shape, or colour, a united 
communication can be built 



around a single element, 
a typeface- 
All elements were printed 
using a letterpress. 

Design: Blue Source. 



See Letterpress 
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section A 



modernism 



desiqn reflects prevailinq thouqhts and ideas, durinq the lost 
centurq the prevalent schools of thouqht have been modernism 
and post-modernism. 

from the end of the 19th centurq, modernism was shaped bq the 
industrialisation and urbanisation of western societq. it marned 
a departure From the rural and provincial towards cosmopolitanism, 
rejecting or overthrowing traditional values and stqles as 
functionalitq and progress became Keq concerns as part of an 
attempt to move beqond the externa' physical representation 
of realitq as depicted bq cubism and the bauhaus. 



the bauhaus 

the bauhaus opened in 

1919 under the direction 
of the renowned (architect 
mailer e,ropius. and was 
intended to be a fresh 
approach to desiqn offer 
the first world mar. 




de stiql 

on art and desiqn 
mouement Founded around 
the maqaaine oF the some 
name, founded bq theo won 
doesburq, de stiql used 
stranc, rectangular Forms, 
emploqed prtmaru, colours 
and celebrated osLimmetricol 
compositions. 



Universal 1925 Herbert Bayer 

Bayer's' Universal typeface was developed at the Bauhaus and is a redj 

The circular form f eatures heav ily, arid you can see how each character is closely based on the others. 
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constructivism 

russian constructivism was 
influential to modernism 
throuqh its use of blacK 
and red sans-serif 
jti)poc,raphij, arranged 
in Qsu,mmetrkal blociis. 




in I9Z3 HandinsKH proposed 
that there was a universal 
relationship between the 
three basic shapes and the 
three primorq colours, urith 
the L|oiloui trianC|le beinc, 
the most active and 
dujnamic. throuqh to the 
passive cold blue circle. 



ction of Roman forms to simple geometric shapes, 
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BCDEFGHIJKLMNOPQRSTUVWXYZ 
bcdefghijklmnopqrstuvwxyz 1 234567890 



abel 1927-29 Rudolf Koch 
niform nature of the characters. 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 
ibcdef ghijklmnopqrstuvwxyz 1 234567890 



Eurostyle 1962 A IMcvarese 
Letterforms are square shaped. 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdef ghijklmnopqrstuvwxyz 1234567890 



Frtltiger 1974 Adrian Frutiger 
Uniform nature of the characters. 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghi jklmnopqrstuvwxyz 1 234567890 



Futura 1927-30 Paul Renner 



Wpte the straig 



and the geometric form of the G. 



ABCDEPGHIJKimnOPORSTUVUIXVZ 
<>bc<Jefghijklmnopc|f/tuvuiHijz I234567890 



Pump 1970 Estelle Letraset Ltd. 

Inspired by the simple geometric shapes of early Bauhaus fonts. 
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FaydherbeyOe V ringer created 
strong images for the De 
Haagse Zomer (The Hague 
Summer Festival) to stand 
out from other posters that 
are displayed in a city. Bright 
colours and images from 
old magazines were cut and 
pasted together by hand with 
typography taken from old 
typeface manuals and inspired 
by pioneers such as Piet Zwart 
en SchLiitema in Holland and 
Russian constructivists like El 
Llssltzky and Rodchenfco, but 
with the studio's own twist. 
Design: Faydherbe/De Vringer 





1 KUti 


ST EN TECHNOLOCIE 1 

21 juni t . m A juli 




_ 


l< C |iniM 7a lk ■!«,-... V U U n W.HMiH > 



mVfJJiBSBOO 




74 



The Fundamentals of Creative Design 



Typography 





3*5 r 



ken comrOIITIl VAN QPLiUB vikH nntiur 

□ I rnii^lfkll LOOFTMH IIUUH TOT M* UUPt 




Plein 

.."-"—leilBit- ■• 

■■"■"-fliilih-- ■ 

H — Danstheafer- 

■ unI Spui 



ra ?k 



Snl 


|pv 


e- i . « 






The Fundamentals of Creative Design Modernism 



To me good design means as little 
design as possible. 

Simple is better than complicated. 

Quiet is better than loud. 

Unobtrusive is better than exciting. 

Small is better than large. 

Light is better than heavy. 

Plain is better than coloured. 

Harmony is better than divergency. 

Being well balanced is better than 
being exalted. 

Continuity is better than change. 

Sparse is better than profuse. 

Neutral is better than aggressive. 

The obvious is better than that which 
must be sought. 

Few elements are better than many. 

A system is better than single elements. 



synonymous with 
'quiet simplicity' 



Dieter Rams, 1987 
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London design studio Mono was asked to art direct printed matter for 
a performance on the life and works of architect Ludwig Mies 
van der Rone at the Kwat Fong Auditorium in Hong Kong. The 
performance used various media including typography and installation 
to explore architectural concepts. 

Following van der Rohe's maxims such as "Less is more', and 
'God is in the details', Mdhe used three-dimensional letters with 
a white face against a white background, picked out only by the 
colour of their exaggerated depth. This extreme depth represents 
the Chicago skyscrapers that van der Rotie was famous for, an 
association further strengthened by the huge billboard si2e that 
the posters were produced at, 

Design: Mono 
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Industria 1989 Neville Brody 

Industria was designed for The Face magazine. 

Often utilising vernacular* 
and undesigned artifacts, 
post-modernism mas pioneered hi| 
lie Basle School in Switzerland 
and later Crandrooh flcademu of 
Rrt in the United States. 



Poift- modernism Post-modernism 
developed following the Second World War 
and questions the very notion that there is 
a reliable reality through deconstructing 
authority and the established order of things 
by engaging in the idea of fragmentation, 
incoherence and the plain ridiculous. 
Posft-modernism returned to earlier ideas 
of adornment and decoration, celebrating 
expression and personal intuition in favour 
of formula and structure. 

Mrs Eaves 199& Zuzana Licko 

A revival of Baskervllle. Named after Sarah Eaves, John Baskerville's housekeeper. 




ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 



Blur 1992 Neville Brody 

The traditional letterforms are blurred' to create a new font 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdeFghijklmnopqrstuvwxyz 1234567890 



Template Gothic 1990 Barry Deck 
Inspired by stencilled lettering. 



ABCBEFGHIJKLMITOPQRSTUYWXYZ 
abcdeighijklmnopcirstuvwxyz 12345 67890 



Triple 1991 Erilf van Blokland 

Distressed lettering informed by the manual nature of the typewriter. 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 

U U l ~. U »:« ■:■ '«■: « ' "' J ! ' l ! 



Dot Matrix 1994 Cornel Windlin 
Electronic data-signage influenced font. 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 



Keedy Sans 1939 Jeffery Keedy 

Eclectic sans-serif font with irregular bar widths. 
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fuse 










Through Fuse magazine - 
founded by Neville Brody and 
John Wozencroft - typography 
exploded into uncharted 
realms as type designers 
grabbed hold of the 'free 
reins' that computer 
technology put In their 
hands and Indulged their 
imaginations to the full. 
The symbolism of type 
stepped to the Fore and 
gained the upper hard over 
mere functionality, such 
as readability, by addressing 
societal issues through the 
shapes and style of the letters, 
as in the example, right, 
about pornography. Each 
issue of Fuse came with a 
disk of new typefaces. 

Design: Research Studios 
London 



BO 



The Fundamentals of Creative Design 



Typography 






Bl 



The Fundamentals of Creative Design 



Fuse 




• 



• * 



• • 



I 





• o • 

O o • • • 

o • • # #©0 O O • O o 

OOo • • 



• 









° ••© OP 

• o ooiOO 

• • • o 



tfo© o • • 






I 



o 



^^ ^K 




- 

I 
5 




s 
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Right & above: The Western 
alphabet was derived from 
hieroglyphs, or picture 
writing. The letter V A' far 
example can trace its origins 
back past the Greeks and the 
Phoenicians to a picture of the 
head of an ax. The Greeks, 
when developing their 
alphabet borrowed symbols 
including the Semitic name 
for Alef, later to be known as 
Alpha. At some stage the 
symbol became Inverted to 
resemble our modern drawing 
of the letter A. 

Images and symbols continue 
to play a role in typography 
as this example of an 
experimental typeface - 
that is based on the theme 
of superstition - by 
F Santo Domingo shows. 

Design; Research Studios 
London 
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anatomy of a typeface 



Typefaces and type families can be classified according to their inherent 
characteristics. To understand the classification system and the means by which a 
typeface is classified one must be familiar with the terminology used to describe the 
elements that form a character. Many typefaces originate in designs from the past 
500 years that would have originally been cast in metal. Other typefaces have a 
lineage that goes back to the work of stonemasons. Though now in digital format, 
such typefaces still contain distinct elements associated with the physical necessities 
of the times in which they were created. The digital age has led to an explosion of the 
number of typefaces available to the designer, and has made it simpler to design a 
new typeface or alter an existing one. 



Roman 



Italic 



The basic letterform. So called as the origins of the letter are in the 
Inscriptions found on Roman monuments. Some typefaces also carry 
a slightly lighter version called 'Book', 



Light 



A lighter version of the Roman cut. 



Italic is a version of the Roman cut that slopes to the right. 
Most typefaces have an Italic family member. 



Condensed 



Condensed is a narrower version of the Roman cut. 



Boldface 



Using a wider stroke than the Roman, Boldface, also called Medium, 
Semibold, Black, Super (as in the case with Akzidenz Grotesk) and 
Paster Cas found with Bodoni, see page 110). 



Extended 

Extended type is a wider version of the Roman cut. 



Grotesque 19Z6 Monotype Corporation 

Popular with Swiss designers in the lgsos Akzidenz Grotesk was the inspiration for modern sans-serifs such as Univers and Helvetica. 



i>i 
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Apex Bowl Arm 



ABCDEFGH 



Bar Stress 

Stroke 



IJKLMNOP 

^^/ Hairline 



\ 



QRSTUVW 

Tail 




Ascender Counter Stem 

I I I 

Ear 



abcdcfsh 




5h "^ r Link Loop 

Height of ascenders 



LINK LUUfJ 

ijklmnopz 



Depth of descenders 

Serif 



qrstuvw 



Bembo 1929 Monotype 
The original 'Old Face' 
Terminal first used in Cardinal Bembo's 

De Aetna, 1495^ inspired 
-_- -__ __ — . b^_ many faces over the following 

.-Height A/ \/ ^X Iwo centuries Including 

/^L \f f j Garamond (.also known as 

T ^^"^ Garamont), Note the divergent 

J serifs on the capital T. 
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MEDISCH 

WETENSCHAP 

PELIJ ONDER 

ZOEK MtT WILS 

ONBEKWA 

MEN 



Left: Li this series of report 
covers for Ministerle van 
VWS (Ministry of Health), 
Faydherbe/De Vringer used 
typography as a means to 
portray the subject of the 
report beyond the words. 
Photography is often used 
for this purpose but the studio 
believes It can be too explicit 
at times, and is often used 
as a collage to explain the 
subject matter rather than 
simply as a pleasing 
background image. The 
typography was styled to 
enhance the titles of the 
reports and convey a feeling 
of the subject matter, with 
a clean and simple design. 

Design: Faydherbe/De Vringer 

Right: These posters utilise 
the characteristically bold 
and inventive typography 
favoured by the Faydherbe/ 
Db Vringer studio. 

Design; Faydherbe/De Vringer 
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type personality 



The variety of typeface designs makes different connections in our minds. We 
automatically associate personality characteristics to a typeface; for example/ 
we say some fonts are authoritative while others are playful. The personalities 
we find in typography extend to our interpretation of the message a piece of text 
conveys. It also reflects the values of the person or organisation that has produced 
it. If the atmosphere value of a font has a consistent meaning with what the words 
actually say it is said to have congeniality. With poor congeniality, or inconsistency, 
a reader will respond slower to the text and may not accept the message. What is 
your reaction to the words below? Too much personality can be a bad thing and 
reduce legibility. 

The personality of a typeface can add to the overall design effect, detract from it or have a neutral effect. To use fonts to their full 
advantage an awareness of typeface personality is therefore important. 



CONTEMPORARY? 

Monotype Gallia 

A Monotype Classic Fonl with no accompanying lower case. 



SERIOUS? 

Playbill 1933 Robert Marling 
Extra heavy slab serif typeface. 



TRUDmDnnL? 

(above) Pop 1992 Neville Brody 

A modern typeface referencing bitmap technology - anything hut traditional. 

(opposite) Trade Gothic 1943 J Burke 

A very 19th-century design - apart from the lower case 'g', which isn't the single bowl variety you would expect. 

88 The Fundamentals of Creative Design Typography 



I IT IS MA M][ J POSSIBLE TO 
I CRIAILAflUOO TYPEFACE THAT 
I Will DIFFER BADICALW FROM IHE 
I ESTjIBUSHIO FORNS OF 1HC PUT 
In : villi •.;•.', ,;u li, .1 1 1 f:i 
I HEW EXPRESSIONS OF LIFE MD 
I VtQOUFt 
I GBLIDY 



l«E CHLT «KT HIUCH RECALLS ALL 
OTHERS 



THE PAORC UrllKI EFSESTIMG ft 

LETTER. IHt UWE UStniL M 

IS TO THE TYPOGRAPHER 

ZWARI 



TYPE B A OnQLJELY HIGH SEI 
OFHMKKS necAUSE II MAKES 
LAHLUWGE VISIBLE 

am 



I LETTERS ARE THINGS, 

I hoi ncruRESor l^ncss 

I SILL 



isjoiPjiv is uai 

[ self-empsession 
bayer 



*. LLTVE OF LEnERS 13 T HE 

BEGINNING OF TYPOGRAPHICAL 

wispofw thjlj ls. nic love: of 

L tSdSllll ll'.IJKI AHDIIII 

LOVE Of LETTERS AS PHYSICAL 
ENTITIES, HAVIIC ABSTRACT BEMlTT| 
OF THEIR OWN APAHF FKaW THE 
IGCASTHEYMAYEIPRESSOHIHE 
EMOTIONS T HIT MEWNE 
BIGGS 



USUI:. II: '.YTIil.'K, I [INI 

may give people the wftohg 
impression about you 
and could affect 
decisionstmatwill 
shape tour future 
drsigman 



WE SUOUTD WELCOME 
TVP06RAPHIC VMtllTT 
AS tuE llUUFtM. CaiiSEOUEMCE 

OF HUMAN CREATIVITY 

CARTER 



TYPOGRAPHY I5.AN SHI 
I fRUTIGEH 



PEOPLE CHARGE SEWU 
NIELSEN 



CRtHIWITV INVOLVES BR EAKING 
OUT OF ESTABLISHED PATTERNS 
IN ORDER TO LOOHAT THINGS 
IN * Blrt OtEHT WAT 

IE MM 



GRAPHIC BE5IGU 'Ml 
SAVE THE WORLD RIGHT 

E MM;, i«'"i I 

[AR5DN 



1 FIRST EXPERIENCED THE FOWL ft 
1 LW TYPE TO MAKE THE WHOLE 

INTELLECTUAL WORLD Rl (WW 

HUH TILE SAME LETTERS Ift THE 
I DATS OF METAL THIS AWAKENED 
I IN ME THE URGE TO DEVELOP IHE 

BESTPDSSTHLEIECIBILITY 

FRUTIGEH 



I SINPHCIfT. WIEII CARRIED TO Wl 
I EXTREME. BECOMES ELEGANCE 



I AH SURE IN SOME YFARS FROM 
I NOW YOU WILL SEE UEWPDSirRS 
WITH JUST WHITE SPACE AND FOUR 
LINES III GARAMDND 

IIMI'IP 



I A PHiniED '.'AJRH fflllUK CAMIrfil 

I be read becomes a product 

I ¥TI IIICIIT JL PURPOSE 
I RUDER 



NOOTHERARTISMDRF JlKIiriEO 
Til AN TYPOGRAPHY IN LOOKINC 
AHEAD TO FUTURE CENTURIES; 
fOR TO CREATIONS OF 
TrPOaiRPUT BrNEFir COMING 

generaiidnsasmijcnas 
presehi ones 

MOM 



LETTERING IN ITSWIDEST SENSE LS 
. NOT MERELY ARTISTE EXPRESSION | 
INITH LEnEftFOfiUS OR AN 
INSTRUMENT IF AESTHETIC 
ffllUESJTISFIRSTOFMLA 
COMHUHCATIIHI TOOL PD)R THE 
EASIEST TRANSMISSION OF 
INFORMATION 
MPF 



N'llGIIAPHYISTHEARTOF 
| ENDOWING HUMAN LANGUAGE WITH 
A DURABLE VISUAL FORM 



GENIUS CULTIVATES FIELDS 
IN HEW WAYS 



YDU CANNOT NOT CDMMUNIOTT 
WATILAWICf 



CLEAR AID PRECISE SEEING 
BECOMES AS ONE VI II H CLEAR 
AH D PRECISE THINKING 



TYPE. AFTER: ALL E MERELY 
IIAkWRTIHGDIYiSEEH 
OF THE EXIGENCIES AtlO 
ACCIEJEfllS DF THE SCRIBES 

GOUDY 



PICK GOOD ONES AND STICK ID 
THEM 



WITH OYER «0 TYPEFACES 
READILY AVAILABLE FOR THE 
CaUI'LIF R IW. 5EEH TD BE SPOILI 
FOR CHOICE, Bui MOST OF THESE 
TYPEFACES WERE CHEATED FDR A 
DIFFERENT SOCIETY WITH 
DIFFERENT THOUGHTS. WHICH IT 

« IDtl MMLN-MI HI 

DIFFERENT WAYS TO OURSELVES 
W02LHCRDFT 



SIMPLICITYISGOOCBUTSOIS 
PLURALITY 

!• II. "li-- ". 



MAPI TNI THOUGHTS OF 
THE S€UL VISIBLE TO ALL 



GOOD DESIGN' TO A 
TYPOGRAPHER, MEANSA 
TYPITKL DEVELOPED FROM 
AND BASED Oil THE PRINCIPLES 
OF IHE CLASSICAL DRHi HALS 

FRUIIGER 



FfRSQNU TYFIIOWIYIS 
| DEFECTIVE TYMCTtAPHY. ONLY 

BEGINNI ": AM II..VII 

INSIST ON USING IT 
TSEHIIHDLD 



TYPE WHICH. THROUGH MIT 
ARBITRARY WARPING OT DESIGN 
OR EXCESS OF 'COLOUR' GETS 
IN 1* WAY OF THE MENTAL 
PTCIURE TO BE CONVEYED. 
IS IAD TYPE 
WARDE 



| ANYONE IWOWLlllLULH'lllsPA"l 
LOWER CASE WOULD STEAL SHEEP 

I count 



IFABOOR APPEARS 10 BE ONLY 
A PAPER MACHINE PRODUCED 
AT THUH OWN CONVENIENCE 
BYOIHrK MACHINES ONLY 
MACHINES Will WANT TO FTIAT! IT 

ERINQHURST 




ASIMTEAGALLEYOFIYPE 
1 IS ON MY LEFT, A DRAWN C BOARD 
lANDENGRAVINCrDOlSAREOH 
I MT RICHT AND II BECOMES 

IMPOSSIBLE 10 THINK OF ONE 

WITHIUIIHEOIHEH 

BIBGIHSS 



WEAR THE OLD COAT AND BUY 
THE HEW BOOR 



NWIATfflPKlSillinwiiii 
CLEAR AND LOGICALLY SEI OUT 
WLF.5, SUBTITLES, TESTS AND 
ILLUKTMTI0N5 AND CAPTIONS WILL 
NOT OHLY B( UJID MORE DUEKLY 
AtlD EASILY BUT [HE INFORMATION 
WILL ALSO BE BETTER UNDERSTOOD | 
AND RIIAIHED IN THE MEMORY 
rliliil: l;i..n::.,.-.-", 



NON.PRESEHCEISJUSt 
AS IMPDRIANI AS PRESENCE 



TO WRITEFPRIHT USING 
| STANDARD ELEMENTS 
FRDSHAUG 



I«E MOST IMPORTANT [HIND 
I HAH LEARNED IS THAT 
I LEGIBILITY AND JEAUIYSTANLI 
CLOSE TOCEIHEl AND IHAT 
TYPE DESIGN. IN US RESTRAINT 
SHOULD 8E ONLY IEI1 [ll.'T 
NOT PERCEIVED. BY THE READER 
FHUTTOEI 



Section 4 



type as image 



So far, we have addressed type primarily in relation to its principle function: using 
letters to communicate words. Type is also used as a symbol or icon that speaks more 
through its visual representation than the meanings of the constituent letters, although, 
of course, the fact that the letters may mean something gives an added significance to 
such an Image. Logos are a common example of this. How do we associate a logo with 
a company? Is it through its visual statement or the letters that comprise it? 




For Portuguese wine, Herdade Do Peso, Lewis Moberly specifically 
cut into the typography to convey an authentic feel that is abetted 
by colour-coded full-length neck labels. These incorporate photos 
depicting the region's landscape in different seasons to differentiate 
the varieties. 
Design: Lewis Moberly 



This business card for architectural historian, 
Joe Kerr for example, has transformed a rather 
unimaginative piece of graffiti on a Lollard into a 
fun, slightly irreverent and unique piece of identity. 
The linkage works for the simple reason that the 
business card is for someone named Joe (I think we 
can assume that he didn't graffiti the post in order 
to take the photo). 
Design: Studio Myerscough 





Craig Yamey chose an 
alphabet of rudimentary 
etters in this poster 
advertising a dance 
celebration event entitled 
Life. The slapdash urgency 
af the letters gives a sense 
of energy and vitality that 
perfectly matches the 
event's title. 

Design: Craig Yanney 
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^ 



Type as Image is powerful 
because it harnesses the 
emotion, energy and meaning 
that we associate with a 
given style or graphic 
with the extra element of 
communication of what the 
type says or represents. Our 
interpretation and translation 
of the type is moulded hy the 
media in which it is made. 

This is a poster designed by 
Mew York studio Sagmeister 
Inc. for AIGA Detroit. Richie 
Manic ; of the Manic Street 
Preachers, famously cut the 
words 'for real' Into his arm 
with a raxorblade in answer 
to a journalist's question, 
'Are you for real?', and 
Stefan Sagmeister chose to 
do likewise, asking an intern 
to cut the design Into his skin 
to convey the pain that seems 
to accompany design projects. 
This is perhaps something that 
most interns feel like doing 
at some point during their 
internships and I wonder how 
quickly Sagmeister stopped 
thinking this was a good idea? 
The way the typographic 
elements are produced is so 
powerful and shocking that 
It functions more as image 
than type. The pen Is mightier 
than the sword but for some 
penmanship, It seems that 
the sword rules, 

Design; Sagmeister Inc. 




: - 



L~ 



X 




t\ 















\".V. ,7-t- . 




; \ /' 




8 ie 













K 
















"^ 



Y 




It- 





An alphabet of rudimentary letters 
that looks as though it was hastily 
painted an a wall. It has a rough 
and ready vitality that imparts 
energy into any design. 

Design: Craig Yamey 
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r 



Rectangular blocks or strips of 
tape? Either way, they are loosely 
arranged to form a colourful and 

interesting alphabet. 

Design: Craig Yamey 




QEQD 





- * 
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Type as image 




I 



1 r ', 





Exhibition design and 
graphics for Rock Style 
exhibition at the Barbican 
Centre, London. The famine 
style of the design mimics 
the exhibition's content, with 
hand-drawn typography and 
collected ephemera forming 
an overall graphic style. 

Design: Studio Myerscough 
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LET'S 
ROCK 

MVflllt fltIV 




5?t 

■" . . ■ ' — .-.— .*- ,..!'. 






tfS 



n 




Si;- T 



s 



tm 



V 



BOP 

: t.J,.: Tm-m 

mi 



a 

■* ■'. iiiiliiiii 




lis! 
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Section 4 



classification systems 



Typeface classification is one of the few occasions when it is appropriate to 
make judgements based on appearance. It is important to obtain an appreciation 
of how typefaces are classified, and the differences between them, in order to 
understand when best to use them. As there are many systems for classification 
this section will address the most commonly known classification classes, which 
may have several different names. 

Loosely speaking, fonts are classified based on their characteristics. There are 
four basic categories of typefaces: Roman, Gothic, Script and Block (Sanders 
and McCormick, 1993). In general terms Roman is the class where we find al! serif 
fonts; Gothic fonts are sans-serif; the Script category is for typefaces that mimic 
handwriting; and Blackletter is for fonts based on German manuscript handwriting. 



Blackletter, Gothic, 

Old English, Block 

Or Broken 



Serif, Roman 
or Antiqua 



Sans-serif, Gothic 
or Litieale 



Script 



Old Style Venetian/Humanist 
Old Style Alcline/Garalcies 



Grotesque 



Neo Grotesque 



Decorative 
Graphic Type 



Old Style Dutch 

Old Style Revival 

I 

Transitional 

I 

Didone 

i 

Slab Serif or Egyptian 

Clarendon 

C v'l.tliii. 



Geometric 

Humanistic 
Square 



The above classification is very much a first cut and tells little 
other than the most basic information about a typeface. 
Each class can be further divided into subclasses that provide 
more specific information. 
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1 

f^\ lacMettcc it ba^eb on 
^Jytyt &ww), owurte writing 
f*^^J Style prevalent buring tf>e 
1 9Jftbble£ SlgeS. £)ne to tye complexity 
1 of tye letters tt>er> map be f>arb to reab, 
I parttcularty in blocks of text. 3$e$ are 
1 commotity uSeb for simitar purposes 
1 aS tye 6criptS, initial caps anb on 
I certificates, decent reSearcf), Ijoroeoer, 
1 founb tyat legibility is linkeb to 
1 familiarity; anb tl)e Sanserif Style 
of tobat) rooulb be equalln illegible 
1 to Nibble Qige man. 

Fraktur 

1 Literally translated as broken writing, Fraktur was the 
1 prominent calligraphic style for centuries. Although no longer 
1 used for body copy this distinctive typeface conveys a feeling 
1 of historical importance. 


Research has shown that the barely noticeable serifs greatly aid 
our recognition of the characters and help us to read by leading 
the eye across the line of text. For this reason body text is easier 
to read in a serif font. 

Goudy Modern 1918 F W Gaudy 

Clear directional serifs create a legible font. 

S&tipl typeioccd uw& defligK&t 

£& miiiah ImidlvJiiluiq 

w Owl luku (jilitted Ut© ckafiadm 

appwa h be ymed up. Tke uitUwg 

ItftpCeiftefttd tdcy tep&cole tattge Item 

a ((umlaut pm h a paUttJiiuiak awl m 

wttk limtdwaiiinq, hid tiwM ml ha af£ 

in mpilah- Tk&je \>wh a*e cw*wwtfcj wm 

in atoll fomtb suet oa wt uwUoiuMu, 

fciwiiteftu milk ami in adu&%tiaeifu»t£&- 

Brody 1953 Harold Broderson 

Very short descenders, with close fitting lower case letters. 


Sans-serifs, as the name 
suggests, do not have 
decorative touches that 
lead the eye and so, long 
passages in these typefaces 
are difficult to read. Their 
clean and simple design 
makes them ideal for 
display text such as 
headlines, captions and 
other non-body text uses. 

Helvetica 1959 Max Miedinger 

Typeface was formerly called PJeue Haas Grotesk. 



Blackletter, Gothic, Old English, Black or Broken 



ahctef0ljtiklmttiipqr0tMntfxijz 



Engravers Old English 

Issuetf by the Monotype foundry. 



m m\tm:ttM 



PBHWBMWffli 



IfilMQi 



liMmiiiai 



Blackletter 63fc 

Based on the earliest printing forms, which In turn were based on the scripture of books from Northern Europe. 



Serif, Roman or Antiqua 

Old style/Venetian 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 

Sclineidler 1936 Schneldler/Bauer/Neufville 
Also known as Bauer Text. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 



Centaur 1929 Bruce Rogers 
Derived from Janscn's Roman. 
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Aldine 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 



Sabon 1967 Jan Tschichold 

Inspired by the designs of Claude Garamond. 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abc def ghij klmnopqr stuvwxyz 



Garamori[l 1499-1561 Claude Garamond 
Based on earlier designs, of Aldus Manutius, 



Dutch 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 



Jaisori 1937 Nicholas Kis 

A typeface that has been misnamed, as it was believed to be cut by Anton Jansorl, 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 



Caslon 1725 William Caslon 

Numerous type foundries now Issue a version of this popular font, originally styled on 

Dutch designs of the 17th century. 



99 The Fundamentals of Creative Design Classification systems 



Old style/Revivals 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdeSghijklmnopqrstuvwxyz 

Cooper Black 1924 B Cooper 

Distinctive 'blurred' serifs create a face that is both retrospective and contemporary. Unusual for its convex serifs. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 

Windsor 1903 Stephenson & Blake 

A display type with beak-like serifs on most characters while the capital W is slabbed. 

Transitionals 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 

Baskerville 1706-1757 John Baskervllle 

Ever-popular font, with a distinctive absence of a middle serif on the 'W. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 



Perpetua 1928 Eric Gill 

Unusually the accompanying italic to Perpetua is named differently; it is known as Felicity. 
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Didone 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 

Bodoni 1790 Giambattista Bodoni 

Originally cut over 200 years ago, the Bodoni typefaces have been re cut by several foundries. This version was cut by Morris Fuller Benton for 

American Type Founders between 190B and 1915. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 



Didot 1784 Firmin Didot 

Standard typeface employed by French literature during the 19th century. 



Clarendon 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 

Cheltenham 1896 Morris Fuller Bentcn/Bertram g Goodhue 

Designed with exaggerated ascenders and descenders following studies of legibility of typefaces that found readers scanned using the tops of letters. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 



Bookman 1925 Ludlow 

Large x-height font retains legibility at smaller sizes. 
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Neo Clarendon 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 



Clearface 1907 M F Benton 
Originally designed as a display face. 






ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 

Century Old Style 190fc M F Benton 

Morris Fuller Benton was one of the most prolific type designers in the United States, designing in excess of 170 fonts. 

Clarendon/Legibility 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 

Corona 1941 Chauncey H Griffith 

Designed for use in newspapers, this font has large counters to prevent 'fill in'. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 

Modem Bold Introduced by Stephenson Slake circa 1850 

Quintessential English typeface with fine serifs and detailed hairlines. One of the few mid 19th-century typefaces still in use today. 
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Glyphic 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 



Alliertus 1932 Berthold Wolpe 

Slqped bar widths create a distinctive typeface. 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 

aDcael^hijklmnopcfrstuvwxyz 



Lucian 1925 Lucian Bernhard 

Exaggerated ascenders and a distinctive upper and lower case 'Q'. 



Slab Serif/Egyptian 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 



Aachen 1<J69 Colin Brignall 

Designed as a header font with closely spaced lettering, 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 



Lubaliri Graph 1974 Kerb Lubalin 

Essentially a slab-serif interpretation of Avant Garde. 
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Sans-serif, Gothic or Lineale 

Sans-serif/Grotesque 



News Gothic 1908 M F Benton 

In 1968 F Bartuska cut additional weights to compliment the original design. 



Franklin Gothic 1904 M F Benton 

Franklin Gothic is now available in italic, bold, wide and condensed, but has never been issued as a light. 



Sans-serif/Neo Grotesque 






Akzldetiz Grotesk 1896 H Berthold 

Popular with Swiss designers In the 1950s Akziden* Grotesk was the inspiration for modern sans-serifs such as Unjvers and Helvetica. 



Folio 1957 K F Bauer 

A 19th-century sans-serif, also known as Xaravelle', with the distinctive spurred H G' and 'square' *M', 
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Sans-serif/Geometric 



Metro No.Z Black 1929 W A Dwiggins 

Distinguishable from the No,l series by the splayed V M', 'N', l V and 'W. 



Twentieth Century 1930 S Hess 

Similar in its proportions to Future, 



Sans-serif/Humanist 



Optima Bold 1958 Herman Zapf 

The strokes thicken towards the ends creating a distinctive splayed appearance. 



Gill Sans 1928 Eric Gill 

Considered by many to be the most 'readable' sans-serif, probably due to it being derived from classical serif cuts. 
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Sans-serif/Square 



Agency 1933 M F Benton 
Square style font. 









Eurostile 1=362 A Novarese 

Designed as a compliment to Mlcrogramma, which had no lower case. 



Script 





'*ZJt^€>f&ZS5%mc 



'£s4^c^c^c2&<?s 




Pushkin 

Based on the handwriting of Russian poet Alexander Sergeevictl Pushkin (1799-1837), 



^EC&£3QM3$J<J!Wf\OPQ%SDllVWXyZ 

bcdefakilklmnopars tu uwxuz 



a 



Coronet Robert Hunter Middleton 
Ornate script font. 
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WRTHER GENERAL 
I CATEGORY NEEDS 
MENTIONING CALLED 
SYMBOL, DECORATIVE, 
DISPLAY, EXPERIMENTAL 
OR GRAPHIC THAT 
ENCOMPASSES 
TYPEFACES THAT 
CANNOT RE ASSIGNED 
TO THE OTHER 
CLASSIFICATIONS. 



Stencil 1937 Gerry Powell 

Utilitarian packaging-inspired typeface that comes only in upper case. 
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w^ 



Symbol 

84F I04'F 140'F 203 F til IMF W[ ZC3 F / 1 \ / 1 t 



Textile 199B Elsner+Flake 

Symbol font used for clothing label information. 



s^-«®®»>-Bi«-©>c&-a/xx+tt«^^^0*#*#* 



Zapf Dingbats 1978 Hermann Zapf 

Designed to compliment contemporary typefaces, several traditional symbols are given a modern interpretation including the dagger 
and the pilerow. 



Decorative 




©®sf®ffljsi,in©fi 







Rosewood 1994 Kim Buker Chansler, Carl Oossgrove and Carol Twombly 
Ornate circus-inspired decorative typeface. 



MMUaUMKMIltKMSSVVWKYi 

aUdsfaJiwKlmmnrsiiivHfiiJ 

Bell Bottom 

Evocative of 1960's poster designs, this decorative display font is only suitable when used at larger sizes. 
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Experimental 



ilD€0€|Gr)HKXm«©PQ<\5^WlUfUJ 





Barnbrook Gothic Jonathan Barnbrook 

Jonathan Barnbrook bas issued experimental and cult fonts under the Virus banner since 1997, 



Flixel Just van Rossum 

A font questioning the link between legibility and communication. 



Graphic 

ABCDE FG H IJ KLM NO PQRSTUVWXYZ 

abcclefghijklirmopqi'stuvwxyz 

AG Book Stencil 19B5 Giinter Gerhard Lange 

Industrial crating stencil-inspired font, 

AB CDEFGHIcJKLMNOPQRSTU VWXYZ 
abc def ghij klmnopqrstuvwxyz 



American Typewriter 1974 Joel Kaden and Tony Stan 

Font designed to replicate the appearance of hand-typed text. 
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ABCDEFGHIJKLMrVOPQRSTlTVWXYZ 

abcdefghijklmnopqrstuvwxyz 

Bodoni Poster 1907 onwards G Bodoni 

Verticals are hairlrie with serifs that are both straight and unbracketted farming a very mathematical typeface. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 

Avant Garde 1970 Herb Lubalin and 1 Tom Carnase 
Redrawn from the masthead of Avante Garde magazine. 



Optical Character Recognition 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 

OCRA 1968 ATE 

Designed to meet the requirements of the European Computer Manufacturers Association (ECMA). 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abedefgh jk mnopq rs t uvwxyz 

OCRB 1968 Adrian Frutiger 

Optical Character Recognition is used, amongst other things, for enabling text to be scanned and reformatted into live text files. 
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Characters are shaped to be unmistakable, hence the exaggerated serif on the lower case T, and the curved tail of the V - two letters that are 
easily confused. The font is also designed to be robust enough to cope with poor quality reproduction via fax transmission. 






Faydherbe/De Vringer design studio firmly believes that combining 
text and Images should equal more than the sum of their parts. For 
the Dutch design studio, typography has a visual role to play that is 
as important as its verbal communication role. The use of typography 
has a strong and distinctive visual element obtained by feeling what 
works dramatically to make an effect better. 

These film posters were designed in the 1990s before the studio had 
computers. Type was selected and copied from typeface manuals from 
the 1920s and 1930s, The intention was to come up with type that no 
one else was using to give an original feeling to the work. 'Type is 
used more to add information now/ says partner Wout de Vringer, 
Yather than to make a piece look a certain way. There is a feeling 
that the image should do the work nowadays.' 



Typography is styled to provide extra meaning to the words. The 
dramatic angle and diminishing perspective In the 'Cinema Express' 
poster is intended to give the impression of speed. The angles in 'Film 
Architectuur' is to give a sense of building. With the use of four 
colour less prevalent than it is today designers tried to squeeze as 
much flexibility as possible from two-colour print runs by a 
combination of overprinting and separations. 
Design: Faytlherbe/De Vringer 
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special characters 



An alphabet alone is not enough to be able to structure textural information or 
communicate phonetic stresses and the infinite number of ideas and propositions 
that we want to. For this we need various special characters. Punctuation enables us 
to qualify, quantify and organise information; accents provide us with information 
about how a letter is stressed or sounded; and pictograms provide shorthand 
information such as currency units. 



Punctuaclo 


n 


a 


double prime 


Accents 


Pletoarams 




1 


apostrophe 


II H 


double quotes 


acute 


+ 


asterisk 


, 


comma 


1 ' 


Single quotes 


fo *■ 1, 6, u) 


1 


pile row 


1) 


parenthesis 






{A, E, f f 6 f I)) 


6 


aszetl 


{} 


braces 


Points 




grave 


X 


aesc 


[I 


square brackets 




Overdot 


(a, e, 1, b h u) 


¥ 


yen 


- 


hyphen 




midpoint 


{A, E, \ t 6 r U) 


£ 


sterling 


- 


en dash 




period 


umlaut/dieresis 


S 


dollar 


— 


am dash 


■ 


bullet 


{£, ft, t tt, uj 


« 


euro 




lowline /underscore 






{A, E, l r 0, U) 


© 


at 


; 


cOlOn 


Characters 




circumflex 


T* 


trademark 


; 


semicolon 


4 


addition 


la. ft, i, b, u) 


., 


copyright 


! 


SQltdJus 


- 


subtraction 


(A, E, j, 6. U) 


& 


ampersand 


\ 


backslash 


X 


multiplication 


tilde 


t 


dagger 




ellipsis 


* 


division 


[S, rt, 6) 


* 


double dagger 


l\ 


exclamation 


"ft 


per cent 


(A, ft, o; 


* 


section 


I-j 


question mark 


%» 


per million 


breve 


(3 


omega 


> 


greater than 


» 


octothorp/hasli 


cedilla 


H 


Infinity 


< 


lees than 


■ 


equal 


<<?] 


«■- 


list 


H 11 


guillemots 

prime 


« 


doyroi! 
ring 









lOOpt 




1A pi 



An em is a unit of measure 
equal to the width and height 
of the point size of the type 
being set. So 14pt type, uses 
an em of 14pts, The term 
originates from when type was 
cast in metal and the letter 
'M' was cast on a square body. 
Nowadays, with computer- 
generated typefaces, the letter 
'M' now has no relation to 
the em measurement. 

An en is a measurement that 
follows the same origins as the 
em and is equal to half the 
point size of a typeface. 




tally one-third of the length of the em. The typographic 
racters varies widely and they are often confused. 
hyphen is used to separate parts of compound words, to link the 
words of a phrase and to connect syllables of a word that is split 
between separate lines. Em rules and en rules are used to delineate 
nested clauses in a sentence. Em rules are typically preferred in the 
USA, with the letters of preceding and succeeding words closed up. 

iferred in Europe with a space either side of it. 
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Noel and Knoll combine to 
make a succinct Christmas 
card for the furniture 
manufacturer. Negative 
tracking is used to merge 
the meaning of the two 
words. A typographic gift; 
no pun in [ended. 

Design: I\IB: Studios 



See Tracking 
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frutiger's grid 



Adrian Frutiger is prominent in the pantheon of typeface designers due to the 
many typefaces he has created but in particular the Univers family, launched in 
1957 by Deberny & Peignot. 

A key reason for its success was the numbering system he developed to identify 
the width and weight of each of the family's 21 original cuts. There are in excess of 
50 members now following revisions and extensions to this family, some of which 
are shown on the opposite page. His achievement with U nivers is not confined to 
providing a wide range of typefaces. 

The diagrammatic presentation of the U nivers typeface family by Frutiger provides 
a sense of order and homogeneity through the relationships of weight and width they 
have with each other. This grid provided a visual key and a standard that subsequent 
typeface designers have been able to use to devise and shape their own families. 
This system has since been adopted by other type producers as can be seen 
with this example of Helvetica IMeue. 



Helvetica 

Designed by Max Miedinger in 1959 for the Haas lype foundry 

it became one of the dominant typefaces of the 1960s. This 

typeface was formerly called Neue Haas Grotesk. 

Designed with an 'anonymous' character in the modernist style. 



Helvetica Neue 95 
Helvetica Neue 85 

Helvetica Neue 75 

Helvetica Neue 65 

Helvetica Neue 55 
Helvetica Neue 45 

Helvetica Neue 35 
Helvetica Neue 25 
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Adrian Frutiger is an 
internationally renowned 
typographer who as well 
as creating many typefaces 
has created house styles 
for various international 
organisations and Is credited 
with creating the complete 
public signage system For 
the Charles deGualle 
airport, Paris. 



Most extended 



Univers 53 I I Univers 63 || Univers 73 || Univers 83 



Univers 54 1 1 Univers 64 II Univers 74 1 I Univers 84 



Univers 45 


1 


Univers 55 


1 


Univers 65 


1 


Univers 75 


1 


Univers 85 



Univers 46 


1 


Univers 56 


1 


Univers 66 


1 


Univers 76 


1 


Univers 86 



Thinnest 



Univers 47 



Univers 57 



Univers 67 



Heaviest 



Univers 48 




Univers 58 



Univers 59 



Univers 68 



Most condensed 



Univers 

Adrian Frutiger is well 
respected for a number of 
typefaces - particularly 
Univers, Released in 1957 
by Deberny St Peignot foundry 
in Paris the typeface was 
released in both metal 
and photo type, 

Frutiger subsequently used 
this system for other 
typefaces; Serifaj Glypha, 

Frutiger, Avenir etc. 

Other type manufacturers 
have since adopted this 
system as can be seen 
with Helvetica IMeie. 
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Section A 



extended type families 



An extended type family is all the variations of a particular typeface or font. It includes 

all the different weights, widths and italics. Examples of family names include Univers, 

Times Roman, Arial and Garamond. Many type families are named after their creator 

or the publication in which they were first used. 

Type families are a useful design tool because they offer a designer a range of 

variations that work together in a clean and consistent way. To achieve clarity and 

a uniform feel to a piece of work, many designers restrict themselves to using only 

two type families for a project, meeting their requirements from the type variations 

these contain to establish the typographic hierarchy. 

From the six examples of the Officina family on the opposite page you can pick 

out typefaces for use as titles, body text and captions, for example. 



ABCDEFGHUKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 



ABCDEFGHUKLMMOPQRSTUVWXYZ 
abcdefghijklrnriopqrstuvwxyz 1234567890 



RotiS 1989 Otl Aicher 

A font that offers many weights with interchangeable serifs. 



The Sans The Mix 



The Sans/Ttie Mix 1994-1999 Luc{as) de Groot 

Font(s) that offer a great range of weights and serif options. 



11B 



The Fundamentals of Creative Design 



Typography 



ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijktmnopqrstuvwxyz 1 234567890 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz 1234567890 



Officina {top to bottom; Sans Book, Sans Book Italic, Sans Bold, Serif Book, Serif Book Italic, Serif Bold) 1990 Erik Spiekermann 

Originally designed for use on office documentation and stationery. 



Section 4 



type detailing 



Typefaces vary in many ways. Some have serifs, some do not. Letter spacing is not 
the most obvious characteristic that springs to mind when specifying a typeface but 
in certain applications it is of prime concern. Letter spacing is the space that a letter 
occupies - a typeface is either monospaced or proportional ly spaced. 



Monospaced type 

Each character in a monospaced typeface occupies the same width 
irrespective of its actual size. These typefaces were originally used on 
typewriters. They enable text that lines up in vertical columns to be 
easily produced such as for invoices. Courier is a common 
monospaced typeface in the personal computer age. 

Monospaced 

ffffffffff 

r i i i i i t r i i 

Proportionally spaced type 

A system of proportional spacing was used by the Monotype and 
Linotype print foundries because it mimics the letter spacing of 
historical handset forms. Individual characters occupy a space 
proportional to their size. 

Proportionally spaced 

rrrrrrrrrrrrrrrrrrrrr 



*-■-.*». .•«»!■•■■! 



» J J ! ) J 7 J J J J J ) J ) J J J J J J 



Lining numerals 

The majority of typefaces contain a set of lining numerals, 
characters that have equal height and equal, or monospaced, widths. 
Monospaced characters allow numerals to be vertically aligned, 
which is important for tabular information such as accounts, and 
because they are the same height they are easy to read. 



2,341,536,685.00 
153,687,145.18 



515 



598.89 



Old style numerals 

Sometimes called lower case numerals, they have different heights 
that can make them more difficult to read. 



2,341,536,685.00 



Non-aligning numerals 



These characters occupy widths proportional to their size making 
them unsuitable for presenting tabular information. 



2,341,536,685.00 

153,687,145.18 

515,598.89 
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Type sizes 

Type obviously gets bigger as you increase the type size, but because 
typefaces have different weights some appear to be bigger than others 
when they are at the same point size. 



X\X X X X X X X X x 



Meantine 



Baseline 



x-height 



x-height 

The x-height is not a fixed measurement. It is not even related to 
the point size of a given typeface. All the Xs above are set in 50 
point type yet some are bigger than others. The x-height is a relative 
measurement that refers to the distance between the baseline and 
the meanline. 



Palatino 

Palatino 



Generated Small Caps 
True Small Caps 



Italics and obliques 

The italic font for some typefaces is produced by inclining the Roman 
font. This is really an oblique (below), A true italic, such as Palatino, 
Is essentially a redrawn typeface (above). Mote the difference in the 
letter 'a'. 

Helvetica Roman 
Helvetica Italic 



Small caps 

True small caps have characters that are rendered at the same 
weight Small caps generated by typesetting programs are not. 



1/6 


3/4 


1/4 


3/ 


Ye 


3 /4 


Va 


% 


i 

6 


3 
4 


i 

4" 


3 

5 



Fractions 

Fractions can be presented in different ways. Fractions commonly 
appear as unset fractions when you type the numerals on your 
computer (above, top row). Em fractions (above, middle row) are 
created using superscript and subscript numerals separated by a 
solidus (slash). Nut fractions are normally pre-generated within 
a typeface {above, bottom row). 
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The songs on Lou Reed's Set 
the Twilight Reeling album 
have extremely personal lyrics. 
New York design studio 
Sagmeister Inc. took this as 
the starting point far its 
design far the album's cover 
by writing them directly over 
his face. The handwritten 
script, tailored to the contours 
of his face, adds to the 
impression of intimacy and 
almost looks as though it 
has been tattooed so that 
Lou Reed bares his soul 
visually as well as aurally. 

Design: Sagmeister Inc. 
See Type as image 
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In this poster for a seminar 
discussing the similarities 
between Advertising and 
Design, the two words are 
overlaid to confirm how 
similar these disciplines 
really are. 

Design: Johnson Banks 



See Tracking 
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Formatting 

The way a piece of text is formatted can result in many different 
and striding visual results as these examples show. From simply 
inserting a drop cap to utilising different weights of a font and the 
various types of indentation - running, hanging and off-a-point - to 
give structure, hierarchy or meaning, the techniques are simple but 
can have a dramatic impact on the way a piece of text is presented. 
Rules can also be used effectively to organise text and shepherd a 
readers' attention, 



The way a piece of text Is formatted can result in many different and 
striking visual results as these examples show. 

From simply inserting a drop cap to utilising different weights of a 
font and the various types of indentation - running, hanging and off-a- 
point - to give structure, hierarchy or meaning, the techniques are simple 
hut can have a dramatic impact on the way a piece of text Is presented. 

Rules can also be used effectively to organise text and shepherd a 
readers' attention. 



First line Indent. Emboldened leaders (above). 



The way a piece of text is formatted can result in many different and 
striking visual results as these examples show. 

From simply inserting a drop cap to utilising different weights of a font 
and the various types of indentation - running, hanging and off-a-point - 
to give structure, hierarchy or meaning, the techniques are simple but 
can have a dramatic impact on the way n piece of text is presented. 

Rules can also be used effectively to organise text and shepherd a 
readers' attention. 



The way a piece of text is formatted can result in many different 
and striking visual results as these examples show. 

From simply inserting a drop cap to utilising different weights of a font 
and the various types of indentation - running, hanging and off-a-point 
- to give structure, hierarchy or meaning, the techniques are simple but 
can have a dramatic impact on the way a piece of text is presented. 

Rules can also be used effectively to organise text and shepherd a 
readers' attention. 



Range Left, Ragged Right, 7pt type on lOpt leading. Set solid. 
Hard returns (above), 



Hanging indent (above). 



The way a piece of text is formatted can result in many different and 
striking visual results as these examples show. 

From simply inserting a drop cap to utilising different weights of a font 
and the various types of indentation - running, hanging and off-a-point - 
to give structure, hierarchy or meaning, the techniques are simple but 
can have a dramatic impact on the way a piece of text is presented. 

Rules can also be U3ed effectively to organise text and shepherd a 
readers' attention. 



The way a piece of text is formatted can result in many different 
and striking visual results as these 
examples show. 

From simply inserting a drop cap to utilising 
different weights of a font and the various 
types of indentation - running, hanging and 
off-a-point - to give structure, hierarchy or 
meaning, the techniques are simple but 
can have a dramatic Impact on the way a 
piece of text is presented. 

Rules can also be used effectively to organise 
text and shepherd a readers' attention. 



Set with 1.5mm space after. Emboldened first paragraph (above). 



Indent on point (above). 
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The way a piece of text is formatted can result In many different 
arid striking visual results as these examples show. 

From simply inserting a drop cap to utilising different weights of a font 
and the various types of Indentation -running, hanging and off-a-point 
- to give structure, hierarchy or meaning, the techniques are simple but 
can have a dramatic impact on the way a piece of text is presented. 

Rules can also be used effectively to organise text and shepherd a 
readers' attention. 



Tho w a y o p i ooo of tout i o formnttDd aan rooult I n 
many d i ftornnt ond otr l h l ng vioua l rogulto no WWW 
mmm p too cho w, 

Rom o i rnp i y i nsert i ng a drop onpto uttl i o i ng d i fferent wo i ghtc of a tent 
ond tho vctr i ot 'i o t y poa - ol indentat i on — funn i ng, hang i ng ond - off o po i nt 
to g iv o etruoturo, h i orofohy - of - mstm i Bgvtho toohn i quoe-afo-ounplo but 
con ha v e a dramatic i mpact on tho woy a p i ooo of text > o procontcc l . 

Ru l oo oon o l oo bo uaod □ffoat ii . ' o l y to orgonioo tout and 
ohophord a roodoro' attont l oni 



Two-line count drop tap (above). 



With strike through. Alternately tabbed (above). 



The way a piece o! text is formatted can result in many different 
and striking visual results as these examples show. 

From simply Inserting a drop cap to utilising different weights of a font 
and the various types of indentation - running, hanging and off-a-point 
-to give structure, hierarchy or meaning, the techniques are simple but 
can fiava a dramatic impact on the way a piece Of text is presented. 

Rules can also be used effectively to organise text and shepherd a 
readers' attention. 



The way a piece of text is formatted can result in many different 
and striking visual results as these examples show. 

From simply inserting a drop cap to utilising different weights of a font 

and the various types of indentation - running, hanging and off-a-point 

- to give structure, hierarchy or meaning, the techniques are simple but 

can have a dramatic impact on the way a piece of text is presented. 

Rules can also be used effectively to organise text and shepherd a 
readers' attention. 



With line after (40% offset) paragraph set to column width (above). 



Centred (above). 



The way a piece of text is formatted can result in many different 
and striking visual results as these examples show. 
From simply inserting a drop cap to utilising different weights of a font 
and the various types of indentation - running, hanging and off-a-point 
- to give structure, hierarchy or meaning, the techniques are simple but 
can have a dramatic impact on the way a piece of text is presented. 
Rules can also be used effectively to organise text and shepherd a 
readers' attention 



The way a piece of text is formatted can result In many different 
and striking visual results as these examples show. 

From simply inserting a drop cap to utilising different weights of a font 

and the various types of Indentation - running, hanging and off-a-point 

- to give structure, hierarchy or meaning, the techniques are simple but 

can have a dramatic impact on the way a piece of text is presented, 

Rules can also be used effectively to organise text and shepherd a 

readers' attention. 



With rule below set to text width (above). 



Range Right. Ragged Lett. 4mm space after (above). 
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Image refers to the graphic elements that can 
bring a design alive. Whether as the main focus 
of a page or a subsidiary element/ images play an 
essential role in communicating a message and 
they are thus a key part of establishing the visual 
identity of a piece of work. Images perform a 
number of functions from conveying the drama 
of a news report, to summing up and supporting 
an argument presented in the copy, or providing 
a visual break to an expanse of text or empty 
space. Images are effective because they provide 
instant communication of an idea or instruction, 
detailed information, or a feeling that the reader 
can comprehend very quickly. How would you 
describe the latest fashion trend in words? This is 
difficult compared to the relative ease of showing 
it in a picture. 

Image usage is determined by many considerations 
including what the desired impact is, who the target 
audience is, the aesthetic of the project, the function 
the image wi 1 1 serve, and how adventurous or 
conservative the overall design needs to be. Image 
usage is perhaps the most exciting aspect of design 
as images can have a profound impact on the 
outcome and success of a piece of work due to 
the emotional reaction precipitated in the viewer. 
However, poorly used, images can detract from 
or counteract the message in the text. 



Image placement and size, 
and its relationship with 
surrounding elements all 
affect the tone and impact 
of a design. This section wil 
explore various techniques 
for image usage including 
cropping, cutouts, bleeds, 
computer software effects, 
and presentation in colour, 
black and white or duotone. 



I i.h i i'T' r 



-' 



■ 
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In its redesign of The 
Independent Magaiine cover 
(above), Frost Design made a 
departure from contemporary 
magazines that barrage the 
reader with strapllnes about 
the content for a cleaner cage. 
Textual content is kept to the 
bare minimum of the 
masthead and perhaps one 
discreet strapline. Priority is 
given to an image set against 
a white background that 
produces a cover unlike any 
of its competing publications. 

Design: Frost Design 



Frost Design's fondness for 
folded posters can be seen 
again here (right) in this 
poster about Keith Haring. 
Rather than simply 
reproducing an image of one 
of Haring's works, the studio 
used a photo of the artist 
in front of one of his works. 
Textual content is restricted to 
one side of the poster with the 
text columns defined by the 
folds in the poster. 

Design: Frost Design 
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Frost Design keeps things 
simple (left) with its work for 
the Fourth Estate catalogue. 
The use of typography is 
sacrificed for a more natural, 
back-to-basics, handwritten 
lettering. NYC is a dramatic 
statement in itself pushed to 
the max by Frost Design 
(below). The lack of 
information on one side of the 
poster is countered by the 
reverse side, in text columns 
that form skyscrapers 
reminiscent of New York's 
skyline. 

Design; Frost Design 
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Section 5 



colouring images 



A colour image is produced by separating it into the three trichromatic colours -cyan, 
magenta and yellow -and black, the process colours utilised in colour printing. Nearly 
all colours can be printed using these subtractive primaries in the four-colour printing 
process, using a separate printing plate for each colour to build the image as shown 
below. But the designer does not have to settle for the original colours of an image. 
Indeed, using some of the options that follow, the dramatic nature of an image can 
be changed and enhanced considerably. 





Below are the CMYK colour separations needed to produce a full-colour image. 
Each colour film is made up of dots that when printed over the other films in 
registration produce the Image (far left). The dots for each colour are aligned at 
different angles so that they overlap to produce the image. They are too small 
to see with the naked eye but the pattern they form Is shown in the enlarged 
image Mefo. The printing process prints in the order CMYK and builds the 
image up in this way [below). 



n 




"1 








/ J 



( 



Cyan 
(C) 



Cyan and Magenta 
(C+M) 




Cyan, Magenta and Yellow 
(C + M+Y) 




Cyan, Magenta, Yellow and Black 
(C+M+Y + K) 
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Original four-colour CMYK image 
The basic photograph. 



Grayscale image 

A greyscale is an image formed 
by the shades of grey from black 
through tD white. 

In printing, a grayscale is 
reproduced using only a black 
halftone plate; tones are created 
through the 'white' of the paper. 



Grayscale image with the picture 

converted to magenta 

A greyscale. when saved as a TIFF 
(Tagged Information File Formal* 
can be coloured directly in desktop 
publishing programs. 




Grayscale image with the 
picture converted to 50% black 
and the background printing as 
100% yellow 

The background to the TIFF can 
be coloured independently from 
the Image allowing rapid Image 
manipulation. 




Duotane image with equal parts 
ol black and cyan 



Duotone image of black and 
100% cyan 



Duotone image Willi equal parts of 
cyan and yellow 




Duotone image with equal parts 
of magenta arid cyan with apposite 

values 




TrlLone image with equal pans of 
Slack, reel and orange 



Quadtone Image with equal parts 
of black, red, orange and yellow 



Bitmap image with 50% threshold 

A bitmap is formed by a pattern 
of pixels and records information 
as blacks and whites only. 



Coloured bitmap 

Bitmaps can be coloured in the 
same way as greyscale images 
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Colouring Images 



Section 5 



hulton archive 



Brief 

To design a brochure and supporting material for the Hulton 
Archive picture library with the use of colour to lead viewers away 
from the preconception that the company only supplies black-and- 
white photography 



Process 

Black-and-white pictures were manipulated electronically and 
coloured to create a very different visual impact from the 
original image. 







Original Image 



Solarised version 



Original image 



image levels are adjusted to 
remove background noise, 
converted to a bitmap, and filled 
with 'gradient' colour fill 







Original Image 



Levels and fillers create 
striking results 



Original Image 



Sections of the image, selected by 
colour values are isolated and 
removed 
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Result 

Colour and photo manipulation techniques combine to create 
a series of striking images that indicate some of the 'colour' 
possibilities for the use of black-and-white photography. 

The images were used across a broad spectrum of media from 
postcards to brochures, and for display in ati exhibition. 

Colour and effects were used harmoniously with the subject matter 
to enhance the evocation of certain images. For example, the use of 
halftone dots to create a newsprint illusion for a picture of a young 
Fidel Castro tbelow, top right), or an Image separated into 'channels' 
that are moved out of registration to give a psychedelic feel to Jimi 
Hendrix (below, bottom, second from left and far right). 

Design: Gavin Ambrose 







Screened shapes overlay the 
original image 



Image of Frida Kahlo adjusted to 
look painterly 



Greyscale image separated Into 
'channels' that are moved out of 
registration to overlap one another, 
and the top layer coloured 



Greyscale colour halftone 
giving the illusion of newsprint 
image quality 







Doutane of red and black with the 
value of red set to full 



Full-colour image separated into 
'channels' that are moved out of 
registration to overlap one another 



Full-colour Image in halftone 



Further 'channel' adjustment 
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Hulton archive 



Section 5 



illustration 






Designer Andy Potts creates striking images fuelled by the random 
visual inspiration of imagery he sees in the everyday world such as: 
V A bit of graffiti or print, an imperfect photo, signage, odd ephemera, 
textures or postcards, a good shot in a film or a piece of 
architecture/ he says. 

Potts usually begins by sketching his design an paper that he then 

Right: Healthy on the Inside 

Editorial work can contain a strong idea that sends the designer Dff 
on visual tangents. This example for an article about prison fitness 
and notorious inmate Charles Bronscn for the Saturday Guardian 
supplement, The Guide, clearly shows this. Using found photography 
and drawn elements, Potts created an Image based around D1Y 
welghtllfting such as the use of a broom handle with filled plastic 
bass either end as weights, The main character Is made from 
photographs of two people enhanced by drawn elements and lots of 
layer blending to achieve a painterly look, and images of concrete 
blended on to flat colours to add subtle textures for the prison wall. 




Above: End of the Road 

For the final issue of Internet magazine Beast (www.ths.nu/beast), 
Potts used a damaged Lomo photograph of the open road to convey 
tile 'Goodbye' theme. Colour filtering was applied and the font was 
eroded to give it a handmade illustrative feel. 



scans into his computer, or maybe a photo or texture. On the 
computer he quickly works out a rough visual and blocks out the 
composition, the colours, and the shapes, positioning the sketches and 
so on until he is happy with the layout, v It's a very disorganised but 
intuitive method,' he says, 'fuelled by caffeine and stress until the 
right balance of elements is found.' 
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Below: Big Brother 

Another Illustration for The Guide, this time to accompany an article 
about electronic merchandising (including text messaging, interactive 
television and Internet marketing) for the Big Brother reality TV 
show. The 'target audience' image is both created and coloured by 
computer, with a hand-drawn logo on the shirt, against a background 
of found elements that are blended together to create a texture behind 
the Big Brother eye. 




Right Spirit: Relationships 

An illustration for the Guardian Weekend magazine's 'Spirit' section 
depicting the emotional stress of travelling couples. Photos with 
specific poses for the man and woman were worked into with various 
layers that Were drawn upon and subjected to motion blur and paint 
daub filter effects on the skin, with postage watermarks scanned in 
for an airmailed postcard feel. 




Above: Me and Bobby 

A poster for a friend's gig. Potts took an abstract accidental photo 
taken with a Lomo which had a vague human shape and motion 
squiggles. He picked out the simple human with line work and added 
hand-drawn doodles and flame elements. '1 like the mood of this piece 
and see it as a successful departure from my usual style, relying as it 
does on a single photo and incorporating elements of graphic design 
and typography,' says Potts. 
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Illustration 



Section 5 



bouncers/shiners 



When Is black not black? Black is a colour that is not always what it seems when 
reproduced by the four-colour printing process. While it may do a great job of creating 
good shadow tone in full-colour images, when left on its own it looks pale and washed 
out. Where there are large areas of black in a design that is to be printed in four 
colours it is often advisable to use a cyan shiner. A shiner is typically a 50% or 60% 
cyan area behind the black that helps to improve the visual density and saturation. 
Cyan is the best of the other three process colours to use as a shiner as yellow and 
magenta result in a muddy black or one that looks artificially warm. 






Black lias a large part to play In the problem of bouncers. Bounce is a 
registration problem that can be avoided with the use of a 100% black that 
also contains amounts of cyan, magenta, and yellow. A four-colour black results 



in a much fuller and richer black as shown below and above, and having at 
least one shared colour between adjacent objects makes errors in registration 
less noticeable. 




100% Black (K) 



100% Black (K), 60% Cyan (C) 100% Cyan (CI, Yellow (Y), Magenta <M) & Black (10 
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ink trapping 



Ink trapping is the adjustment of areas of coloured text or shapes to account for 
misregistration on the printing press by overlapping them slightly. It is required 
because the halftone dots that make up printed images overlap because they are of 
different sizes and at different screen angles, but is not necessary for photographic 
images. The colours are overlapped to prevent the appearance of white gaps where 
they are supposed to meet. 



This also prevents undesired colours being formed when colours unintentionally 
overlap. Trapping is affected by how dry the original irk layer Is and the ink 
film thickness of subsequent layers printed over it. The trap is normally created 
with the lighter colour, and it is either spread (enlarged! or choked (reduced) 
into darker colours to combine them in the area where they join. 



Trapping is important on black text because the fineness (usually) of text 
means it Is hard to register with surrounding colours. When trapped properly, 
the black is overprinted on the surrounding area. Trapping Is used on black 
and very dark colours, as the change in colour Is barely noticeable. 




All items overprint 





All items knock-out 



Overprint 

A negative number in trapping 
setting will result in choke. A 
positive number, spread, and 
an overprint allows the colours 
to merge together. 




All items are left default Type and brown square have 0.144pt trap, blend square and white square 
knock-out, black square overprints 



Section 5 



anguageimagetrap 






Russell Bestley and Ian Noble of Visual Research utilised a striking 
visual identity In their poster designs for the Languageimagetrap 
lectures in 1999-2000 for the design and education research project 
called We Interrupt the Programme. In addition to the textual 
information that you would expect to find, such as when and where 
the events are taking place, the bulk of the poster area is occupied by 
images. The majority of these juxtapose a contemporary image with 
a detail from an old painting. A solitary word is emblazoned across 



each poster in a typeface that replicates stencilling and grabs the 
viewers' attention. The word is a short, sharp statement that obliquely 
combines with the images to provide a visual clue to the content of 
the lectures advertised. They are a deliberately odd mix, purposefully 
created to challenge the viewer to question the way image and 
language are used. The suggestion is of course, that the lecture 
will help provide interpretation along these lines. 




A LANGUAGEIMAGETRAP 



LECTURE 1 AN 13 EXHIBITION 1 

pHmnMan AND 

^atiayail wmm manton lecture theatre five 

KllltflBB 4:()0PM HULDON GALLERY GROSVENOR BUILDING 



IAN NOBLE 



FACULTY Hf art anij design department of communication media 

MANCHESTER METROPOLITAN UNIVERSITY 
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A LANGUAGEIMAGETRAP LECTURE 



RUSSELL BESTLEY 



ANDlMMMHiass 
UNIVERSITY OF TIEXA5J 

ART BUILDING 23 m AND SAN JACINTO ROOM 1.110 



Image 







IN I- Li 

LEXIV 

■CT AIM! 

Spurns*" 
JAionship 

lllGUAtil!.^] IMI 
THE PAR] 



GRAPHIC 1/13 
MUNICATION A 
ITU THE INTENTION 
.llISiGSlER. 




r _m T|E PR 

.IGATION N<0()N1.Y INTO .r 
..XTION OF SESSAGES AND ll|JfAPI 3 !NC 
SHARED EXPERIENCE. BUT ALSO THE, WAT IN 
WHICH IT IS POSSIBLE TO SEE GRAPHIC DESIGN 
i i whim n£ sftiilAljaMMEHTAWF 1 




A UNliUAGEIMAGLITKjLl' [iLll.TUUAL I'llllllh 

UNIVERSITY OF PDISTSMCUTH 




i.ei:ture *nd. discu ssion 

i:Ui*;=!ii a -a i« *i ■ i ■ ihjijiiihm 

H4.U2.Si) U1WM dlUffiE Df PKIHTIHE 
:OUL.:.J::>I.1l a l:lWLH. UK l^tl'IIIC DiMM 




IFECHEHCE D? * MEH5ACt 

ANGUAGE 

>V M.I' / 



nrVrhwolCilNu m OiiTnViiJiEi 
ISiMVu-mrAT-*- - 



IX Hit CdMITBUCllflM II 
Hi«M«tflaMAtii u 



The posters (above and 
immediate left) serve a 
different purpose (to outline 
the aims of the project}; but 
do so by maintaining the bold 
stencilled word outburst set 
over an evocative image that 
provides continuity throughout 
the poster series. 

Design; Visual Research 
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Languagelmagetrap 



Section 5 



colors 



Brief 

The brief was to redesign the bi-monthly Colon magazine sponsored 
by Benetton, published by La Fabrica In seven languages, with a 
worldwide distribution of over half a million. Something different 
was needed to compete in the Increasingly crowded market for 
mainstream lifestyle titles. 

Process 

Pentagram partner Fernando Gutierrez took over as art director 
of Colors in 2000 and made a thorough reappraisal of its guiding 
principles as he embarked on its redesign with editors Adam 
Broomberg and Oliver Chanarin. 



Result 

Gutierrez created a content-based magazine that files in the face of 
the glossy, luxury-fuelled maxims Df other lifestyle magazines with 
content that introduces readers to communities around the world that 
exist on the margins of our consciousness and shows them as everyday 
people leading everyday lives. Talented young photographers were 
commissioned to document these communities and their environment 
to give a powerful expression of the real world. Each issue has two 
covers; one global and one local. The prominent, evocative visual 
language of Colors magazine is down to the guiding principle that 
static images are often far more resonant than the ephemeral 
moving images of television. 







Above: These two groups of 
images show the very different 
local and global covers for six 
issues of Colors. 



Right: Simple and 
straightforward layout is used 
to juxtapose the English text 
with one of the other seven 
languages that each Issue Is 
published In. The spreads are 



dominated by the large-scale 
visual content with the text 
relegated to a supporting 
member of the cast. 

Design: Pentagram 
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I HAVE 
NO FEAR 
OF DEATH 
AT ALL, 
I HAVE 
ALREADY 
DIED TWICE 



ICHHABE 
KEINE ANGST 
VORDEM 
TODJCH 

BINSCHON 

ZWEIMAL 

GESTORBEN 
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1 



By juxtaposing images 
related by a common theme 
such as writing or football, 
Johnson Banks, In a series 
of posters for The British 
Council, showed that Britain 
was no longer just about 
warm beer and cricket. 
Adjoining the old and the 
new, such as playwrights 
Shakespeare and Stoppard, 
reflected the opinions held 
by people around the world 
about Britain that balance 
British pop stars, comedians 
or footballers with references 
to the country's history 
and traditions. 
Design: Johnson Banks 
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Touring exhibition design 
and graphics for an initiative 
introducing the idea of 
sustainable cities, Drawing 
on the work of the group 
Urban Futures - Herbert 
Girardet, Pamela Clwlick 
and Natasha Nicholson - the 
Living Cities exhibition seeks 
to promote understanding of 
sustainabiiity. 

Design: Studio Myerscough 
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A2:420x594piete:LA3:297 

httpy/www.designbybuild.com 
displayed using fSystem Helvetica 
Bold,at55pt_^ 



Black ink. 
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See Ink Trapping 
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Michael C. Place, founder 
of Build makes no secret 
of the fact that he wants to 
keep exploring his own take 
on design. This he frequently 
does through designs that 
are a mixture of simplicity 
and complexity as can be 
seen here. 

Design: Build 
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These images from 
Faydherbe/De Vringer 
illustrate how the layering 
and colouring of several 
images can be used to build 
up a stunning composite. 

Design: Faydherbe/De Vrtnger 
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In these posters for Nederlands dans theatre created by Faydhertie/ 
De Vr'nger we see extended arms arid legs, a swirl of hair and an 
emotional embrace. Evocative images of the body, the tool of the 
dancer, crapped in unusual ways ta zoom in and capture the drama 
of the movements of dance. 
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nederlands 

dans theater 
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Design: Faydherbe/De Vrmger 
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Section 5 



image manipulation 



Image manipulation in the days before computer's was an arcane alchemical art 
practiced in darkrooms or with an airbrush. Technology has relocated this role to the 
graphic designer and armed him or her with a vast array of software tools and effects, 
and the hardware to power them. The only limits are the creative abilities of the user. 
From photo retouching to colouring, overlaying images to superimposing elements of 
one - such as texture - on the other, cut outs, shape alteration, and blending are some 
of the many possibilities. Rather than provide an exhaustive and marginally useful list 
of techniques, the following examples of imaginative image manipulation will give 
some idea of just how broad the possibilities are. 



REQUIEM 
FORADRE 



' ! ! I »' 



FKUt THE DIHEOTORDF IB 




Left Type and image 
superimposed upon each 
other create a visually 
arresting poster. 

Design: NB: Studio 
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Left & below: Image 
manipulation is not 
restricted to static images 
as the sequence below shows, 
where the shape of a shoe 
is discreetly changed by 
breaking the image down 
into vertical lines that then 
gradually disappear before 
reforming as a watch. 

Design: Imaginary Forces/ 
Matt Clieekowski 






Below: Craig Yamey has used a collage of found elements 
including paint Charts, newspapers, chewing gum wrappers, 
old sepia photographs and pages from a ledger in these designs, 
with photographic elements that have been cut out. 

Design: Craig Yamey 
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SAGMEISTER© 



New York design studio Sagmeister Inc. chose Id have a German 
shepherd dog as the cover star for a volume of its work entitled Made 
You Look. The paperback publication was designed with a 
transparent red slip-case. This functions tc filter out some of the 
colours of the dog design, sd that you see a docile German shepherd. 
But when the cover is removed and the complete dog image is 
revealed, it is in fact in mid attack. 

The studio definitely has a hands-on sense of humour. The book has 
two images printed along the fore edge that are only revealed when 
the book is flexed. Flexed one way the book's title is revealed. Flexed 
the other, the dog gets something to eat. 

Design: Sagmeister inc. 



Sagmeister used a similar 
concept in its design for a 
book about American 
photography for Amtlus Inc. 
The only recognisable image 
on the outside surfaces of the 
book is the landscape revealed 
by flexing the pages. The 
curious image on the cover 
takes image manipulation 
to one extreme. It contains 
compressed versions of all 
the photographs in the book. 

Design: Sagmeister !nc, 
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Asteri k Studio of Seattle, Washington, USA, although a relatively young company that specialises in 
the design of record Sleeves, is rapidly developing a reputation for innovative image manipulation, 

As Dor Clark, Creative Director, says; 'Music is our passion and art is our life. We wouldn't trade what 
we have for anything.' 

With every project having its own set of priorities and rules Asterilc doesn't have a set way of 
approaching projects. 'Some clients have a specific idea of what they want, others don't have a due,' 
says Clark. 'Either way, we try to make sure the artwork developed for each release ties in with their 
music/ he says. 

The agency initially creates images that are evoked by the name of the record and then develops the 
artwork further. 'Some artists are very strict in what they want, and we develop their ideas further,' 
says Clark. 'A lot of times though, an artist will give us complete freedom, which we tend to like a lot.' 

Design: Aster ik Studio 
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Section 5 



moving image 



Fuelled by the growth and increasing power of technology, design houses are 
increasingly being asked by clients to produce designs for media other than print 
media. When a design will be viewed via the Web or video it presents the designer 
with the additional aspect of movement to use. M ovement gives added dynamism to 
a design through the physical movement of the elements from which it is composed. 
We are now familiar with text bouncing around our screens when we surf the Internet. 
What does this mean for typography? The simple answer is that the same rules apply 
or are there to be ignored. Some designs will call for clarity while others will harness 
abstraction through movement. 
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Design: ImaginaryForces/Matt Checkowski 



With Kurt Mattila, Checkowski created these pre-vision sequences 
for the feature film, Minority Report. Each pre-vision - a foretaste 
of a murder to come - was an integral moment in the film, combining 
special camera work, editing, and designing. All elements of the pre- 
cision needed to work in harmony to create compelling and Innovative 
storytelling. 
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An example of the latter is the broadcast and stadium screen identity 
designed by Matt Checkowski for production company Imaginary 
Forces far the Portland Blazer; NBA basketball team. As one of the 
most energetic and high-powered teams in the NBA, the Portland 
Blazers required an identity that captured the emotion they bring to 
the game while providing a framework that unified the franchise 
brand - including the introduction of a new logo - and could be 
extended across all media, from the giant LED display in the stadium, 
to the hi-def televisions in fans' homes. 



The design has iconic red, black aid silver graphic stripes, 
seemingly with a life of their own, that jump off the players' uniforms 
and form logos, transitions, crowd prompts, and team match-up 
screens, All elements, tracked from actual game footage, move 
dynamically leading to an identity that literally bounces to the beat 
of the basketball and shuffles to the movement of the players. 

Design: ImaginaryForces/Matt Checkowski 
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Colour has become a permanent fixture in the field 
of visual communication in the last two decades. 
Magazines and even newspapers take advantage of 
four-colour printing and most companies now have 
the capability of producing colour documents in 
house due to the emergence of affordable personal 
computer printing technology. Colour provides 
added dynamism; it attracts attention and can be 
used to elicit emotional responses in the viewer. 
It can function to help organise the elements on a 
page, leading the eye from one item to the next, 
zoning elements or grouping items of a similar 
nature, coding certain types of information, and 
aiding the viewer to get the information they require. 

Colour printing technology continues to increase 
the range of possibilities open to the designer. 
Hexachromatic printing (six colours compared to 
the four colours of the standard four-colour process) 
is becoming more widely available from printers 
extending the range of colours that designers can 
use without the need for special spot colours. Spot 
colours provide a vast palette for designers and 
have been added to with the development of spot 
varnishes and metallic effect pigments that continue 
to extend design possibilities. 



Colour has different emotive 

orsymbolic values depending 
upon where you are in the 
world, such as red for danger 
orstop in the Western world. 
The power of colour to alter 
the message of a design Is one 
of the key reasons for its use, 
though cultural significance 
should not be ignored. This 
section will discuss the 
creative use of colour to 
increase visual appeal and 
maximise design impact. 




[n a world where four-colour 
printing has become 
established as a minimum 
requirement, Frost Design 
shows that black and white 
is still an effective 'colour' 
choice with these minimalist 
designs for Fourth Estate to 
Ciepitt things we are used to 
seeing in vibrant colour such 
as people's eyes, or a body. 
Design: Frost Design 










156 



The Fundamentals of Creative Design 



Colour 



TATE 



DAYS Tate Triennia| 

I IKF Exhibition of 

_. ,rrr Contemporary 

IHtbt British Art 2003 



Admission free 

2b February - 26 May 

Tate Britain 
London SWl 
^ Pimlica 
www.tato.org.uk 
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TATE 




Admission free 

26 February - 2fi May 

Tale BrltGrn 

London SWl 
O Pimlico 
www.Uite.org.uk 



Q/\YS Tate Triennial 

I IkF Exhibition of 

_. ,J£E Contemporary 

THESE British Art 2003 



NB: Studio opted for a very 
colourful approach for these 
posters for the Days Like 
These exhibition at Tate 
Britain. The vibrant lines of 
colour continue the tradition 
of derivative poster images 
that borrow heavily from 
London Underground's 
famous tube map design. 

Design: MB: Studio 
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Section b 



four-colour tints 



The reproduction of colour is created by screening the three trichromatic process 
colours cyan, magenta, and yellow- usually in 10% increments -that when combined 
with one or both of the other colours form al I the permutations shown opposite. There 
are 1,000 tints available using the three process colours and a further 300 colours 
obtainable by combining a single process colour with black. 

The three charts shown at the top of the opposite page demonstrate the 100 colour 
variations available by using a single process colour in combination with black. 
The remaining 11 charts are mixes of magenta and cyan in combination with 
varying increments of yel low. 

The tint diagrams on the The black and yellow chart The top left-hand corner of By drawing a line vertically 

opposite page are designed to below demonstrates how to the chart is 0% yellow with and horizontally from a 

provide a clear visual determine the values of a 0% black, hence nothing selected colour one can 

indication of the true chosen colour. prints. The chart gives the establish its component 

representation obtained by range of colours at 10% parts. In the example 

using four-colour lints. increments of both yellow and below, the selected colour 

It is important to be aware black through to 100% yellow is produced using 40% black 

that these representations are and m% black in the hottom and 60% V ellow - 

only as accurate as the right-hand corner, which 

standard four-colour printing P fims as a soltd mIol "*- 

process and its limitations. 

The stock that this page is 4 colour [Ms of Black & Ye " ow 

printed on will also affect the % Yellow o% Black 100% Black 0% Yellow 

reproduction of the colour io% Black 

combinations, as will any 

stock you use. 

60% Yellow 

Selected colour 15 40% 

Black with 60% Yellow 
100% Yellow 0% Black 100% Slack 100% Yellow 
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4 colour tints of Black & Yellow 



4 colour tints of Black & Magenta 



I 
I 
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4 colour tints of Black & Cyan 

esaHMBU 
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4 colour tints of Magenta & Cyan with 0% Yellow 4 colour tints of Magenta & Cyan with 10% Yellow 4 colour tints of Magenta & Cyan with 20% Yellow 



4 colour tints of Magenta & Cyan with 30% Yellow 4 colour tints of Magenta & Cyan with 40% Yellow 4 colour tints of Magenta & Cyan with 50% Yellow 



IBM 



4 colour tints of Magenta & Cyan with 60% Yellow 4 colour tints of Magenta & Cyan with 70% Yellow 4 colour tints of Magenta & Cyan with 80% Yellow 

■■HHHH1H1H1H1 
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4 colour tints of Magenta & Cyan with 90% Yellow 4 colour tints of Magenta & Cyan with 100% Yellow 



HI 
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Section 6 



specials 



The four-colour printing process uses the subtractive primary process colours 
- CMY (cyan, magenta and yellow) -that are applied via separate printing plates 
to create a colour image. The three primary colours are usually applied in the 
cyan, magenta, yellow order with black applied to add contrast. 




This square was printed by the four-colour printing 
process. If you took closely you will see that it is made 
up of cyan, magenta, yellow and black dots. The four- 
colour process can produce nearly all colours by 
combining the three process colours in different ratios, 
which is achieved by the different sized halftone dots. 
Although this tri-colour process can produce a wide range 
of colours it has definite limitations, which means that 
a 'special' colour may need to be used. 



The first PMS (Pan to ne 
Matching System) Printers' 
Edition was launched in 1963. 

A spot colour is a premixed 
colour ink usually identified by 
a colour system e.g. PMS that 
is used for documents 
requiring few colours or 
specific colours. Spot colour Is 
applied as a separate plate 
and will appear smooth when 
viewed closely. 



Process colour uses four 
standard inks to produce many 
thousands of colours and is 
used for printing photographs 
and complex coloured images, 



Printing costs vary depending 
on the number of inks used. 
Spot colour can be cheaper 
if fewer than four colours 
are used (process colour 
uses four inks). 



Pantone has developed a 
six-colour printing process 
called Hexachrome that 
enhances the CMYK system 
by adding orange and green. 
The extended colour range 
enriches photographic 
reproduction and accurate 
simulation of all PMS 
spot colours. 
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This page was printed using a special or 
spot colour. If you look closely you will see 
that it is a solid colour and not made up of 
dots like the square on the opposite page, 
which was produced using the four-colour 
printing process. A special colour is one 
that cannot be made using the CMYK 
process colours and they include metallic, 
fluorescent and Pantone(PMS) inks that 
must be applied using additional plates. 
One common usage of special colours is for 
corporate logos. Although more expensive, 
the advantage is obvious, the design is 
printed in a precise, defined colour. 



Pages 164, 165, 168, 169, 172, 173, 176 are also printed using PMS 812 
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Seel ion h 



understanding colour 



Colour reproduction is based on the principles behind the three-colour vision of the 
human eye. The eye contains three different types of receptors that are each sensitive 
to one of the primary colours of light: red, green and blue. These are called additive 
primaries because when these colours are added together they produce white light. 
The standard four-colour process uses cyan, magenta, yellow and black inks as they 
can reproduce nearly all colours; but how is this achieved? A little colour theory will 
explain how the processes work. 




Additive primaries 

White light is made up of 
red, green and blue light, 
the additive primaries, so 
called because they are 
added together to produce 
white light. When only two 
additive primaries are 
combined they create one of 
the subtractive primaries as 
shown in the illustration (left). 




Subtractive primaries 

Subtractive primaries work 
in the same way hut when 
two are combined they 
make an additive primary 
and when all are combined 
they produce black. 



White light is comprised of three main colours, the RGB additive 
primaries that when combined form white light. If you remove one of 
these colours a different colour is produced: blue and green minus red 
produce cyan, red and green minus blue produce yellow, and red and 
blue minus green results in magenta. As cyan, magenta and yellow 
are made by removing one of the additive primaries they are known 
as subtractive primaries. 

What has this got to do with colour separation? You will notice that 
the subtractive primaries are the same as the process colours used in 
printing. To reproduce a full-colour image it is necessary to make a 
negative for each respective colour by photographing the original 
through a colour Filter that has been matched to the standard CMY 
inks, These filters correspond to the RGB additive primary colours. 



A red filter produces a negative record of all the wavelengths ol 
red light reflected or transmitted from the image tailed the red 
separation negative. In effect this Is a recording of the cyan 
component as the negative has subtracted the red light from the 
image, and the positive is a recording of the blue and the green, 
which is cyan. The positive is the cyan printer. 

In the same way a green filter is used to produce the magenta printer 
and a blue filter is used to produce the yellow printer. Black is 
produced by another separation called the black printer that is 
necessary due to the limitations of the printing Ink pigments, 
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The juxtaposition of certain 
colour combinations creates 
visual effects that mislead, or 
fool, the eye. Although all the 



above rectangles are the same 
size they do not appear to be 
so. A light colour tends to 
close in when it surrounds a 



dark colour and expand out 
when it is positioned within a 
dark colour. 



The extent to which a colour 
contrasts with colours that 
surround it varies enormously 
as the panels below show. 
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Section 6 



photodisc 



To promote the possibilities of using stock photography beyond 
the mundane and obvious, Photodisc produced this marketing 
communication. Each image is composed of several examples of 
stock photography that have been subjected to various image 
manipulation techniques to radically alter their look, in effect 
making them unrecognisable but highly effective components of a 
larger man-made image. Each item details how the resulting Image 



was achieved in effect, educating the users of stock photography 
and encouraging them to be more adventurous. For example the 
design top right Informs the reader how to breathe new life Into 
an old technique by rasterizing an image and using the 'create 
mosaic' feature. 



Overprinting 

Frecilj-lt 



Maw (until* 



25 



nn '■■■■ , >•■•■ ■ 
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Photographic Images can be 
brokei. '"iy different 

ways as these images by Tobln 
Lush and Adrian Britteon at 
Getty Creative Studio show. 

Left: The images are 
rasterized and turned into a 
mosaic that is then manually 



Left: Overprinting in practice. 
The silhoue) top of 

the four-colour printing 
Beneath. 

Right: Image layers, colour 
gradients and the persp 
tool combine to create an 
eclectic, eye-catching image. 
Design: Getty Creative Studio 
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colours 



Colour is composed of different wavelengths of light, which means that an infinite 
number are possible. Computers can produce over 16 million colours and the human 
eye can distinguish more than that. Colour is the first thing we register when we assess 
anything and we have developed and been conditioned to make many associations with 
certain colours. This is called colour symbolism, but it is far from absolute. Reaction 
to colour will depend upon cultural associations, trends, age and of course individual 
preferences. In the West, white is associated with weddings while for Buddhists It is 
a mourning colour. 



Boy 




Pastel hues of blue and pink 
are associated with newborn 
children in Western cultures; 
pale blue for boys and pale 
pink for girls. This scheme is 
particularly used for clothing 
as dressed in this coding, the 
colours help identify the sex 
of the infant. 



This association is so strong 
that when the colours and 
genders are switched there is 
a cognitive breakdown and 
something appears odd, 
wrong or even unacceptable. 
A similar reaction can he 
expected in other cultures 
and parts of the world if their 
colour usage associations 
are not considered. 




The ability of colour to 
provide instant communication 
and recognition plays a major 
role in branding and not just 
for products as these two 
pictures illustrate. New York 
City is known as the Big 
Apple, but is that a yellow 
apple, a red one, or a green 
one? The city's famous 
nickname has 
no colour associated with 
it but its taxi cabs are a 
ubiquitous, easily recognisable 
symbol of the city. 




London has its black cabs of 
course, but perhaps a more 
recognisable symbol of the 
city is the red telephone box, 
The strength of this symbolic 
association is highlighted by 
the fact that it is still made 
even though most red 
telephone boxes were 
withdrawn and replaced 
several years ago. 
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Blue 

A holy colour for the 

Jewish faith 



White 

Associated with death 
In Japan, particularly 
white carnations 



Used in activities in 
China ranging from 
weddings to funerals 
as it represents 
celebration and luck 



Orange 

Used to represent 

Halloween in the 
USA 



Blue 

The Chinese link blue 

to immortality 






White 

The colour for purity 
in Western cultures, 
used for wedding 
rlrussos 







bute 




Identity and branding for Scottish textile manufacturer, Bute, 
Taking inspiration from the product the literature suite uses colour 
as a means of navigation. The simple silk-screened folder (top left) 
contains an Intro card (top right), a brochure featuring the product 



(left), and a series of coloured gatefold fabric swatches (above). 
Design; Studio Myerscough 
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MTV2 









Watch Txt Drugs 
n Rock n Roll. 

Live Monday to Friday 
at 3pm. I 
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London agency dixonbaxi 
created a throw-away slogan 
approach for the rebranding of 
MTV2, a channel without 
fixed schedules or structures 
that sees itself as liquid TV. 
To familiarise themselves with 
the target audience, partners 
Simon Dixon and Aporva Baxi 
hung out in London's Camden 
Town to gain insight on 
the current thinking of 
I6-Z5 year-old males. 

The ident design they created 
is simple and disposable with 
purposefully crude typography 
that creates a dialogue with 
the audience in Its own patois. 
It has attitude but doesn't 
take itself seriously, and 
because it is modular it can be 
easily and quickly refreshed to 
reflect the continuing changes 
to youth culture. 

Type size, leading and kerning 
can all be changed by 
animation software to make 
the slogans literally pulse with 
life. Communication of the 
MTV2 brand is very much a 
low-key affair that reflects 
the target demographies 
distrust of corporations 
and advertising. 

Design: dixonbaxi 
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Section 6 



controlling colour 



Colour is comprised of red, green and blue light at varying degrees of hue, saturation 
and brightness (HSB). Effective HSB manipulation allows accurate colour 
reproduction to be achieved by preventing any one element having undue emphasis. 
There may, of course, be occasions when a lack of colour harmony is required. Hue is 
synonymous with colour (red, green and blue are different hues), saturation or chroma 
is an indication of how pure or vivid a colour is, and brightness refers to its lightness, 
whiteness or tone. The following charts illustrate how adjustments to HSB values affect 
an image. However, it should be noted that effective and predictable colour control 
requires the calibration of software, test print devices and your monitor. 




As hue refers to the actual colours 
of the image, changing Lhe hue value 
dramatically changes the colours of 
the image. 



minimum contrast 



maximum contrast 



Adjusting the brightness level alters 
how much light is used to produce 
the colour, The more light that is 
used the brighter the colour will be. 
However, as contrast diminishes 
towards the maximum and minimum 
leuels a brightness level that results 
in cjgad contrast is preferred. 

Changing the saturation or contrast 
affects how vivid the colours appear. 
A desatu rated image will appear grey 
as the vivacity of the colours lias been 
reduced. A fully saturated image 
contains full colour values and may 
appear hyper-real. Balancing the 
amounts of red, green and blue will 
result in a less saturated colour. 
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Minimum hue & 
maximum saturation 



Maximum hue & 
maximum saturation 



increased saturation 



■s 
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decreased saturation 



Minimum hue & 

minimum saturation 



Maximum hue & 
minimum saturation 
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conclusion 



I 



HE SUBJECTS IN THIS BOOK ARE INTENDEDTO 
HIGHLIGHTTHE USE OF BASIC DESIGN FUNDAMENTAL! 
AND TECHNIQUES. ATHOROUGH UNDERSTANDING OF 
THE FUNDAMENTALS OF FORMAT, LAYOUT, TYPOGRAPHY, 
COLOUR, AND IMAGE EQUIPS THE DESIGNER WITH 
POWERFULTOOLS WITH WHICH TO UNLEASH TREMENDOUS 
CREATIVITY. DESIGN IS A COMMERCIAL PURSUIT AND 
THE FUNDAMENTALS FACILITATE THE EFFICIENT USE 
OF DESIGN TIME WHILE KEEPING COSTS WITHIN BUDGET. 
INSPIRATION IS ATTHE HEART OF CREATIVE ACTIVITY 
AND WE HOPE THATTHE COMMERCIAL PROJECTS FROM 
LEADING CONTEMPORARY DESIGN STUDIOS THAT 
ILLUSTRATE THE FUNDAMENTALS INSPIRE YOU. 
WE WOU LD LIKE TO GIVE SPECIAL THANKS TO 
EVERYONE THAT HAS CONTRIBUTED WORK TO MAKE 
THE FUNDAMENTALS OF CREATIVE DESIGN SUCH A 
VISUALTREAT. 
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The Johnson Banks studio 
took a tongue-in-cheek approach 
for a poster to promote a review of 
contemporary poster design by 
creating a clean minimalist image 
that looks as though it is 
constructed of four separate 
posters, like for a billboard, that 
have somehow fallen out 
of alignment. 

Design: Johnson Banks 
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contacts 



Andy Polls 

P. 1 "1-1, 135 

Tel: -44 (OJ7B17 159049 
Email: lnfa@andy-potts.com 
Web: www,andy-potts.cam 

Asierik Studio 

P. 151 

3524 W. Government Way, 

Seattle, WA 98199, USA 

Entail; 

Welt: wvwj.aslerlksUjdlo.com 

Atelier Works 
p ja, 39 

Kings Road, London NW5 2SB. UK 
Tel: i 44 (0)20 72B4 2215 
Email: lnfc@atelletwDrks.co.uk 
Web: ww.atelleeworte.co.uk 

Baba Design 

p, 22 

. ova. 12, Mala 
Prague 3ieti> 

737 759 961 

Email: inft /baba-prague.coin 
Weh: wv.v.-.baba-pragifc.com 

Blue Source, 

326 Kl 

London WIO 5BZ, UK 

Tel: t44 (.0)20 7460 6020 
Email: lnro@bluesource.com 
Web; www.bluKDurce.corn 

Build 

P. 144, 145 

Tel: I 44 (0)7974 348494 

Email: 

informyou@deslgnbybulld.com 
Web; xwm.deslgnbybiiild.com 



Clase 

P. 21 

Porlaferrissa 7-9, 2n 2a 08002, 
Barcelona, Sp< 

Tel: 1-34 93 301 00 83 
Email: lnfo@cla-se.cpm 
Web: www.cla-se.com 

Craig Yamey 

P. 90, 92, 93, 149 

56b Market PI 
London NW11 6JP 

Tel: +44 (0120 8455 1805 
Email: crairjyamey@hotmail.com 

dlxonbaxl 

■ i (0)20 7964 9993 

Faydlierbe/De Vringer 

P. 74, 75, 86, 87, 112, 113, 
14b, 147 

2E Schuylstraat ,7b, 2517 XI 
Haaq/Tlie Hague, The Netherlands 

Tel: +31 (0)70 360 298 
Email: ben_WDut@euranet.nl 

Forme London 

?. 13, 16, 17 

Frogmore Mill, London Road, Hemel 
Nempste.id. Herts HP3 9RY, 

14 (0)1442 241 244 

Email; lnfo@formelondon.« 
Frost Design 

P. 14, 15, 128, 129, 156 

igsway Place, 
Sans Walk, London EC1R OLU, UK 

14 (0120 7490 
Web: '.wAv.lrosmBsl5n.co.11k 

Gavin Ambrose 

P. 21, 26. 27, 32, 33, 132, 133 

Tel: 1 44 tonseo 720 774 
Email: gavln@dlrcon.co.uk 



Getty Creative Studio 

P. 164, 165 

Getty Images Global Creative Studio, 

nway Street, London 
W1T6EE, UK 

Tel: +44 (0)20 7S54 2662 
Email: tofaln.lush@9ettylma91s.com 
Web: vAvw.9eltylmase5.com 

Imaginary/Forces 

P. 149, 152, 153 

530 W 25th SL 5th Floor, New 

York, NY 10001, USA 

Tel: +1 646 4B6 6868 

Johnson Banks 

P. 22,60, 61, 123, 142, 173 

Crescent Works, Crescent Lane, 
Clapham, London SW4 9RW, UK 

Tel: +44 (0)20 7587 6400 
Email: infocq'johnsonbanks.co.uk 
Web: www.iohn50nbanks.co.uk 

Lewis Moberly 

p. 90 

33 Sreese Street, 
London W1P2LP, UK 

Tel: -44 10120 75B0 9252 

Email: hetlo@ lewlsmoberly.com 
Matt Cheekowskl 

P. 149, 152, 153 
Los Angeles, CA, USA 
Email: mchc@sbc9lobal.net 

Mono 

p. 77 

Studio 2, Ground Floor, Panther 
House, 38 Mount Pleasant, London 
■ < OAP, UK 

Tel: +44 (0120 7333 4084 
Email: lnfo@monoslte.co.uk 
Web: www.rnDno5ite.ca.Lik 

NB: Studio 

P 11, 18, 19, 25, 115, 148, 157 
24 Store Street, 
London WC1E 7BA, UK 
Tel: t-44 (0120 75S0 9195 

Email: mali@nb5tudlo.co.vik 
Web: www.nbstudio, co.uk 



Pentagram 

P. 16, 37, 52-55, 140, 141 

11 Needham Road, 
London Wll 2 HP, UK 

Tel: +44(0)20 7229 3477 
Email: emallSpentagram. co.uk 
Web: www.pentagram.co.uk 

Research Studios London 

P. 80 83 

94 Islington High Street, 
London Wl BEG, UK 
Tel: +44 (0)20 770i) 244 5 
Email: fnlo@researchsluaios.com 
Web: www.rescartNsludl05.com 

Satjnieister Inc. 

p. 23, 91. 122 i >0 

222 West 14 Street, 15a 
New York, NY 10011, USA 

Tel: +1 212 647 1789 
Email: SSagmeiste@aot.com 

Studio AS 

P. 34, 35, 46-H8 

24 Ashbumham Plate, 
Greenwich, London SE10 BTZ, UK 

Tel: 44 (0120 8694 6882 
Email: lnfo@sludloas.com 

Studio MyerSCOlitjII 

P. 16, 40-43, 58, 69, 90, 94, 95. 

143, 168 

28-29 Great Sutton Street, London 

EC1V0DS, UK 

Tel: +44 <0)20 7689 0808 

Email: 

'.idiomyerscough.denion.co.uk 

Visual Research 

P. 138 

57 ShadMll Road, Port 
Hampshire P02 9EH, UK 

Email; vtsualresearch@hotmail.< 



Section 6 



glossary of terms 



Accordion fold 

Two or more parallel folds that 

open like ^n accordion. 

Additive primaries 
The redj green and blue 
components that together make 
white light 

Ascender 

Part of a lower case Idler 
that extends above the x-height 
of a typeface. 

Baseline 

The imaginary line upon which 
the bases of all capital letters 
and most lower case letters are 
positionad. 

Baseline grid 

The graphic foundation on 

which a design is constructed, 

Bitmap 

An image that Is composed 
of dots 

Black printer 

The film printing black in the 

colour separation process. 

Bleed 

A printed image that extends 

over Hie trim edge of the stock. 

Body copy 

Text that forms the main part 

of a work. 

Body tent 

The matter that forms the 

main text of a printed book. 

Bold or boldface type 

A thick, heavy variety of type 

used to glue emphasis. 

Bouncers/shiners 
A 50% or 60% cyan area 
behind the black that improves 
visual density and saturation. 

Bowl 

The curved portion of a 

type character. 



Character 

An individual element of 
type such as a letter or 
punctuation mark, 

Chroma 

The purity or intensity of 

a colour, 

CMYK 

Cyan, magenta, yellow and 
black, the subtractive primaries 
and four process colours. 

Colour separation 
Photographic filtration process 
to divide the colours of a 
continuous tone-coloured 
original into constituent colours. 

Concertina fold 
Paper folding method where 
each fold runs opposite of the 
previous one to obtain a 
pleated outcome. 

Condensed type 
Type that is elongated 
and narrow. 

Continuous tone 

Continuous shades In an image 
such as a photograph that are 
not broken up into dots, 

Contrast 

The level of tone separation 

from white to black, 

Cool colour 

Green, blue and other colours 

with a green or blue cast. 

Cropping 

Trimming unwanted parts of a 

photograph or illustration. 

Cyan 

A shade of blue, one oi the 
subtractive primaries used in 
four-colour printing. 

Deboss 

As emboss but recessed into the 

substrate. 



Descender 

Part of a lower case letter that 
extends below the baseline. 

Die cut 

Special shapes cut in a substrate 

by a steel rule. 

Display type 

Large and/or distinctive type 
intended to attract the eye. 
Specifically cut to he viewed 
from a distance. 

Dot gain 

Spreading and enlarging of 

ink dots on paper, 

Down Stroke 

The heavy stroke in a type 

character, 

DPI (Dots Per Inch) 

The resolution of a screen image 
or printed page. 

Drop cap 

Large initial at the start gf 
a text that drops into lines 
of type below. 

Dummy 

Provisional layout showing 

illustration and text positions as 

they will appear In the final 

reproduction. 

Duotone 

A two-colour reproduction from 

a monochrome original. 

Em 

Unit of measurement derived 
from width of die square body 
of the cast upper case M. An em 
equals the size of a given type 
i.e. the em of 10 point type is 
10 points. 

Emboss 

A design stamped without ink 

or foil giving a raised surface. 

En 

Unit of measurement equal to 

half of one em. 



EPS (Encapsulated PostScript) 

A picture file format for storing 
vector or object-based artwork, 
and bitmaps. EPS files can be 
resized, distorted and colour 
separated but no content 
alteration can usually be made 

Family 

A series of fonts sharing 
common design characteristics 
but with different sizes and 
weights- 
Foil stamp 

Foil pressed on to a substrate 
using heat arid pressure. 
Also known as heat stamp, 
hot Stamp, block print or 
foil emboss. 

Font 

The physical attributes needed 

to make a typeface, he it film, 

metal, wood or PostScript 

information. 

Format 

The size/proportions of a book 

or page. 

Four-colour printing 

Full colour printing method 
using colour separation and 
CMYK inks. 

GIF (Graphic Interchange 

Format) 

A storage format suitable for 

images with flat areas of colour 

such as text and logos. 

Golden section 

A division in the ratio 8:13 

that produces harmonious 

proportions. 

Greyscale 

A tonal scale that enables a 
printer to cheek tone 
reproduction. 

Grid 

A guide or template to help 

obtain design consistency. 
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Gutter 

The space that comprises the 
fore edge, or outer edge of a 
page, that Is parallel to the back 
and the trim. The centre alley- 
way where two pages meet at 
the spine and the space between 
text columns are also called the 
gutter. 

Halftone 

The simulation of a continuous 

tone by a pattern of dots. 

Hue 

A pure colour that does not 

include any black or white. 

Imposition 

The arrangement of pages in 
the sequence and position in 
which they will appear when 
printed before being cut, folded 

and trimmed. 

Ink trapping 

The adjustment of areas of 
colour, text or shapes to 
account for misregistration 
on the printing press by 
overlapping them. 

International paper siies (ISO) 
A range of standard paper sizes. 

Italic 

A slanted variety of typeface 

often used for emphasis. 

JPEG (Joint Photographic 

Experts Gmiipi 
A file format for storing 
photographic images, Contains 
24-bll colour information I.e. 
6.7ml tl ion colours, using 
compression tg discard image 
information. Suitable for images 
with complex pixel gradations 
but not for flat colour. 

Justify 

Formatting to space out lines of 
type uniformly to a fined width- 
Kerning 

The removal of unwanted 
space between letters. 

Layout 

The placement of text and 
[mages to give the general 
appearance of a printed page. 

Leading 

Vertical space between lines 

of type measured in points, 



Ligature 

Tied type characters. Common 
ligatures are: fi, fl, ffi, ffl, 
and ff, and also the vowel 
pairs ae and oe. 

Magenta 

A shade of red, one of the 
subtraetive primaries used in 
four-colour printing. 

Majuscule 
Upper case letter. 

Matter 

Copy to be printed. 

Margin 

The empty areas on a page that 

surround the printed matter. 

Measure 

The width of type, expressed in 

picas. 

Metallic Ink 

A printing ink that gives a 

gold, silver, bronze etc. effect. 

Minuscule 
Lower case letter. 

Moire 

A printing error where halftones 
appear as visible dots in the 
printed image. 

Monochrome 

An image made of varying 
tones of one colour. 

Mosaic 

A design made up of small 
pieces. 

Oblique 

A slanting typographic character 

also called solidus. 

Optica! character recognition 
A process for scanning text and 
converting it into photoset 
matter without using a 
keyboard. 

Original 

Any matter or image for 

reproduction. 

Pica 

Unit of measurement equal 
to one sixth of an Inch 
comprising 12 points. 

Pigment 

Material used as the colouring 

agent of Inks and paint. 

PMS 

Pantone Matching System, 
a colour matching system. 



Point 

Unit of measurement equal 
to 1/72 of an Inch used to 
measure type. 

Primary colours 
Red, green and blue, the 
primary colours of light, also 
called additive primaries. 

Process colours 

The subtraetive primaries: cyan, 
magenta, yellow and black used 
for full-colour reproduction. 

RA paper size 

Untrimmed paper sizes in the 

international paper size series 

Registration 

Exact alignment of two or more 
printed images with each other 
on the same substrate. 

RGB 

Red, green and blue, the 
additive primaries. 

Rule 

A line added to a page for 
emphasis. 

Saddle stitch 

A binding that uses a wire 

staple to fasten folded pages. 

Sans-serif 
Having no serif. 

Saturation 

The colour variation of the 
same tonal brightness from 
none to pure colour. 

Screen angle 

Relative angles of halftone 
screens In four-colour process 
reproduction to avoid 
moire patterns, 

Sciff'i! print i n. j 
The direct imprinting of a 
design on to the surface of a 
substrate, usually using paint. 

Script 

A typeface that imitates 
handwriting. 

Serif 

A small terminal stroke that 
accentuates the end of the main 
stroke of a letter. 

Sheet 

A single piece of paper, 

Spot colour or special 
A specially mixed colour. 



SRA paper size 

Untrimmed paper sizes for 

bleed work in the international 

paper size series. 

Stem 

The most prominent vertical, 

or closest to vertical, stroke in 

a type character. 

Stock 

The paper to be printed upon. 

Stress 

Variation in letter stroke 
thicknesses. 

Substrate 

A surface to be printed on, 

Tagged image File Format 

(TIFF) 

A flexible method supported by 

many applications for storing 

halftones and photographic 

images. 

Text 

Written or printed matter that 

forms the body of a publication. 

Tonal value 

An image's relative densities 

of lone. 

Typeface 

The letters, numbers and 
punctuation marks of a typeface, 

Type size 

The size of type, measured In 
points between the bottom of 
the descender and the top of 
the ascender. 

Upstroke 

The finer Stroke Of a type 

character, 

UV coaling 

Coating applied to a printed 
substrate that is bonded and 
cured with ultraviolet light. 

Varnish 

Coating applied to a printed 

sheet for protection 

or appearance. 

X-height 

The height of lower case letters 
such as V with no ascenders or 
descenders. 
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The Fundamentals of Creative Design offers an introduction to key elements of the 
creative process. Each subject matter, or 'fundamental', uses detailed diagrammatic 
explanation, associated theories, and historical references to explain the underlying 
principles of design practice. Accompanied by examples from contemporary designers 
and practitioners, The Fundamentals of Creative Design, offers a unique insight Into the 
working methods of creative professionals. 

The many areas of study include Layout, where supporting work demonstrates the 
successful use of basic grid structures through to examples that challenge and break 
these foundations. An insight into the development of Typography is accompanied by 
chapters including Formats, Image and Colour Usage - the basic repertoire of the 
modern designer. 

Each chapter is comprehensively broken down into key constituent parts. For example, 
Typography contains explanations and examples of alignment, leading, kerning, 
formatting and other 'tools' used by contemporary designers. The associated examples 
help to explain the principles in terms of real-life application and possibilities, and not 
through purely abstract or academic understanding. 

Working processes are illustrated in detail, and are accompanied by explanations from 
the creatives involved. These explanatory 'example' sections are clearly described in 
terms of Brief, Process and Result, helping to contextual ise the projects and enabling 
the reader to understand both how and why these fundamental rules are so important. 
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